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Dear Reader, 
Thank you for choosing Skin: The Complete Guide o Digitally Lighting, Photographing, and. 
Retouching Faces and Bodies, Second Edition, This hook is part of family of peemium-quality 
Sybex books, all of which are written by outstanding authors who combine practical experience 
With a gift for teaching. 

Syb was founded in 1976. More than 30 years later, we're ill come 


4 to producing cons 
tently exceptional books. With each of our titles, we're working hard to set a new standard for the indus- 
to bring you the best books 


te. From the paper we print on, to the authors we work with, our goal i 
available 
"hope you se all that reflected in these pages. Г be very interested to hear your comments and 
set your feedback on how мене doing, Fel fee to let me know what you think about this or any other 
Sybex book by sending me an email at reddet ty. сэ, If you think you've found a technical errar in 
is book, please visit hey://syaes,custrep. con. Customer feedback is critical to our efforts at Sybex. 
Best regard, 


LA 


Vice President and Publisher 
Sybex, an imprint of Wiley 


For my many students who have inspired me to share my 
experiences in the world of digital photography. 
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Inder ns 


“Though the focus is on 
skin, the concepts and techniques 


apply in all types of photography." 


Foreword 


T usually don't buy or recommend new ка phorogtaphy or Photoshop books, or rwo main 
tessons: One, there sa tan af free houro information on ce Wel 


ovo, just about everything that can 
be said about every possible digital photography subject has been said in many books, 

"This book is one of the few exceptions, which is why I put this thought inis own separate para- 
вар t's hat important. 

If you are in a bookstore, 1 recommend tha you proceed to checkout with the book in hand I 
you are reading his post an my blog, or if you have already purchased Lee's hook, you, as well as the 

Lee will take you on a complete jour- 

‘ey ino the magical world of digital imaging. In a nutshell, you will learn digital imaging from start to 


person in the bookstore, are in for a real educational treat, becam 


Бань from one of the best of the best. 

Obviously, Lee sent me all the chapters in advance of the publication of this hook. In reading 
through the chapters, I found, as you will ind, that Lee, who is a highly acclaimed master of digital pho- 
tography and retouching among other talents, including musical) presents high-tech, how-to techniques 
in away that we can all understand. 

Tee heen in this game or about 30 years. HDR expert Tey Ratliff calls me, “One af the godfathers 
of photography" Still, T learned more than a few tips and tricks from Lee while reading his text and look 
ing a his exquisite images. What's more, I picked up a few tips, including tips on sharpening and the 
Channel Mixer (to name а few), that I will share with my audience. I know that will be okay with Lee, 


because he is all about sharing and teaching, Plus, he is one heck ofa nice guy, which you will experience 
Brsthand if you ever attend one ol his workshops ar seminars, 

"The book's introduction and table of coments doa skip these two tems) give you a very good 
idea about what's in this book and how to use it, so don't think I need to go into that stuff, What T 
would like ro impar a you is this: You have found a friend and advisor in Lee Varis, a person who will 
help and guide you in your questo improve Your digital images—a friend you should follow on this site, 
og, Twitter, Facebook, and o on. 


Ruck Sasson 


PS. frst met Lee at the Palm Springs Photo Festival in 2010. He always had a smile on his face. (He. 
book, because Lee writes 
ashe speaks. Obviously, Le is one happy guy—tomenne who loves what he does, Which is good news 


Was also the best dressed.) You may “fel” Lee's happiness while reading t 


forall of us. 


“In wisdom gathered 
over time, I have found that every 


experience is a form of exploration." 


—Ansel Adams 


Introduction 


The book you are holding is the result of over 30 years of 
experience capturing photos with film and digital technology. 
1 have tried to distill all my experiences with people photog- 
raphy into a short volume that concentrates on the technical 
and creative aspects of digital photography of human sub- 
jects, This second edition updates many techniques and adds 
new ones to take advantage of new software and improve- 
ments in hardware, 


The biggest problem for me was figuring out what o omit. IT had included 
ail the volume would hase swollen to well over 800 pages. Therefore, I 
tried to concentrate on information th 


not readily available elsewhere and still cover 


enough basic information to provide some foundation for the more advanced concept 
in the book. 
"The ше of this hook is Skin, bur he tutorials contained herein cover much more 


han just the surface material of the most popular subject for photography. There is 
be sure—just perhaps not the type of skin” that such a cile might sug- 
s In these pages, you will nd valuable information about digital photography and 
e, all kinde of people: young, old, and 
of all chic types. You will find out how to use lighting for portraits, action, outdoors, 
п-н, and on location. You'l learn several techniques to make dark skin reproduce 
niques this book explores 


shin here, 


‘etching skin kin that belongs to real people 


beter. Although the focus is oa skin, the concepts and te 
have broad application n all types of photograph 

Tve attempted to address the rather large holes found in most ther books on the 
subject of people photography, where i seems that the phota-universe в populated by 
exclusively by white middle-class people or skinny, young, beautiful women. Pve included 
examples from other photographers shooting in different styles that range from Gen-X. 
ване well as more sraightforward portraiture. Much of his 
Work is very contemporary, shot recently, and, as such, it represents curent trends in 
photography rather than legacy work of an author who hasn't shot a real job in years, 

Above all, this а technical ook about professional digital photography 
Although itis oriented toward commercial, stock, and professional shooters 
nical contentis perfectly applicable о fine art photography. You won't вод pages and 
pages of philosophical ramblings about art and psychology, but vou will find loads of 
practical techniques hat you can use in any context, Many of these techniques have 


ising to lifestyle stock, 


never been published before now, and all of them are presented in great detail with 
Variations o that you can better adapt these methods to your own specifie needs 


Who Should Buy This Book 


Ive made certain assumptions regarding the reader: 


© Yau are familiar with basie computer functions, 
+ Yau know basie photographie principles such as Коро and shutter speeds. 
+ Vos have used a digital camera t capture images, t least as ТРЕСЕ. 

+ Yau are familiar with basie Photoshop functions 

+ You have a rudimentary understanding of layers and masks in Photoshop. 


“This book is nor intended as a basic text on digital photography or Photoshop, 

май can be used in conjuneion with a basie text o take you to the next level in dig 
tal files provided on 

‘the companion website fm varie-con/skinboot, will allow you to learn professional 


val photo mastery. The tutorials herein, with the associated di 


techniques for capturing and enhancing images of human subjects, You will no find 

the usual simple brightneutcontrs ar redheye-reduction techniques that are more. 

than adequately covered in every other book n digital imaging; Skin is about profer- 
— 

lec me intimidate you. There is plenty of material here 


sional techniques for семе ph 
On the athe hand, don 

thar can be put to good ше by serious beginners. You might need vo ves some time 
and energy, but You'll definitely be rewarded if you follow along wich the step-by-step 


instructions. бо гой up your sleeves and lera begint 


What's Inside 


Here isa glance at what's in each chapter. 
Chapter 1: Digital Imaging Basis, Workllow, and Calibration begins with a 
basic explanation of digital capture technology: the hardware and software we 
photographe 
‘Then it moves into а thorough examination of tes 
migues that allow you to build idealized camera profiles о ise when processing 
images in Adobe Camera Raw and Lightroom. 

Chapter 2: Lighting and Photographing People shows basic lighting techniques 
ives examples of more elaborate lighting, and provides diagrams illustrating 


have o manage in order to capture and improve our images 


id calibration tech- 


the placement of lights and reflectors 
Chapter 3: The Color of Skin cavers color correction specifie o skin tone and 
shows how to achieve the best possible colar rendering for a wide variety of 
subject. 

Chapter 4 Tone and Contrast: Color and BeW introduces you to the bes meh 
ds for grayscale conversion and explores the concept and techniques for lumi- 


‘osity blending И also demonstrates how to tone or colorize ВАУ. 
‘Chapter 5: Retouching shows how todo basic as well as more advanced 
retouching for men and women. Special techniques are presented fr rebuild: 
ing skin 

figures, 


tore, minimizing skin defects, smoothing skin, and even slimming 


Chapter 6: Special Elfecte covers advanced Photoshop techniques with 
creative methods specifically suitable lor people photography, including 
section dealing with tattoos 

Chapter 7: Preparing for Print provides tutorials for print preparation 
with sharpening and other print-enhancing techniques- 

Chapter 8: Parting Shot presents some ideas about the c 
Haw and the future ol imaging technology and is impact on the practice 
of photography 


ive work 


The Companion Website 


"To lp you with the material presented in this book, 
Fes for most of he tutorials on the book website: 


ve provided the image 


rectoris emf skinbook 


These image files are copyrighted; they are 
learning the techniques presented in this book. You ae permitted to manipu- 
late them and print them to check how well you did, You may not publish them 
in any way, including posting them online, sharing them, or allowing any 
reproduction beyond what you need for your own private use 

The website allows me to provide updated information in a more timely 
manner—the Вей edition of this book was prepared over four years ago, an 


ended for your private we in 


eternity in the world of digital photography! For the current edition, some 
things have changed and others remain more or less the same, bur I cannot 
guarantee that much of the content won't become obsolete in the next few 


Years or even the next few months! So... ro build on the relationship that Tve 
established with you, the reader, 1 have created a website to support your con- 
tinued involvement with photography 

The ideas I've pres 
uploading new content, example files, additional tutorials, 


мей here are a true work in progres. I will be 
ideos and other 


ideas presented here. While this is nor meant to 


materials that relate ro и 
replace the bao 
errors and build a cor 
ideas further 


it isa place where can provide further support, correct 
se ro develop the 


munity where we can come одй 


“This is my promise о you— will continue to support your development 
asa photographer in whatever capacity 1 can. 


How to Contact the Author 


T welcome feedback from you about this book ur about hooks you'd ike ta see 
from me in the future. You can each me by writing tı ага сэн, For 
more information about my photograph, visit my website at wa var con. 

Sybex, an imprint of Wiley Publishing Inc. strives to keep you supplied 
with the tes tools and information you need for your wor Please check 
«ыг website at mm. syben.con. 


Digital Imaging 
Basics, Workflow, 
and Calibration 


Every journey begins with the first step. 
Unfortunately, for many, the temptation to 


skip the first step is enhanced by the belief 


that they already know bow to take pictures. 


After all, we've been snapping photos since 
we were kids, haven't we? Modern cameras 
do everything automatically, don't they? 
For consistent success, you need to predict 
the outcome of the image capture with 
certainty—and for professional results, 
you can't rely on the display on the back 
of the camera. Before you begin, you need 
to learn how digital photography works 
and develop an image capture workflow; 
then you need to test and calibrate your 
equipment. Only then can you take the first 


tentative steps to digital photo mastery. 


Chapter Contents 
iani ils 

Basic Digtal Capture rk 
pr 
лете Contest 


Chips and Pixels 


All cameras function Ще human eyes (Figure 1.1). In both, a lens focuses light through 
a small hole iris) onto а receptive surface бева Ар) that translates the varying 
intensities and colors of the light in meaningful information. The main distinguish 
ing feature between different cameras and the eye has to do with the receptive surface, 
The eye's retina is a receptive surface comprising two dicen structures (rads and 
cones} with three basic color sensitivities (ed, green, and blue. Film is made of silver 
sale grains suspended in gelatin in three different layers to receive color. Digital cam. 
era chips contain photoreceptor sites оп a silicon chip; each phororezpto ie has one 
‘of three different colored ers to record light. 


Digital cameras are similar to eyes in that the camera's chip translates the light 

into information (electrical signals) directly. Much as the eye translates the light fall- 

ing on the retina into nerve impulses (electrical signal) that travel to the brain oe pro- 

cessing, the electrical signals from a digital camera require processing in a computer 
bean” before they can be used o create photo, 

The actual process is rather more complex, but a few things are important to 
understand. Most digital cameras capture images using chips with receptor sites that 
have red, green, and blue filters arranged in a regular pattern on the surface of the 
chip. Light intensity is the only thing captured at a receptar st, During the processing 
phase, the color of light hitting a receptor is determined by calculating differences in 
intense between adjacent sines thar have ro 


| green, or blue filters, This process pro- 
duces an RGB bitmap image. A bitmap is a regular grid of square units of color, These 
nite ace called piels, Color is determined by the relative values of red, green, and 


blue foreach pixel. We, therefore, think of these pixels as being in three "channel 


(Red, Green, and Blus) simultaneously o hat che complete image is recorded as three 
diferent black and white (BeW) images that form the full-color version. This concept 
willbe importan when we get to color correction. 

The number and density ol recepto sises on the chip determine the resolution 
© detail. This pixel oun is given as either dimensions, such as 4992x3221 


total, such 16 megapixels, where "mega" means million (totals aze usually simpli- 
fed to the nearest decimal, Therefore, an Y-megapixel chip has less resolution than a 
12-megapixel chip. Profesional-qualy people photography can be done with cameras 
delivering megapixels ос more of rescluton. Pixel count can be manipulated after 
the fact through mathematical calculations that iterpolate new pixels fom existing: 
ones, but the amount of image detail can never exceed he original resolution of the 
chip. That being said, there is no reason for you to absess over the number of pixels 
available as а standard of quality. Movie posters have been made rom images with 
fewer than 6 megapixels, and the quality of hose pixels in terms of lack of noise and 
fidelity o olor information i more important than the quantity used for photograph- 
ing people. 


Bayer Pattern Chips 


The usual arrangement of red, green, and blue photoreceptors across digital camera бїр 
Surface called a Bayer patern This regular pattern alfermate green with red and blue so 
‘hat there ae twice as man green pls there are ret o bloe Taere ат mare green il 
because green os 6 percent ofthe overal image mins lightness dries) а-л RGB 
image. The signals rm adjacent pixels are averaged together ing complex goths o 
determine the overal color andinterpolate this inta each pl in he image. Sn clr st taht 
Between the red ant green te frequencies used in must chip designs, and asit turs out, 
“alla skin or conecta photo, skin color cn end up being a 
ile too red. Youll ar howto compensate for this taer, 


The dynamic range a captured scene is an important yardstick for quality 
Figure 1.2). This is the brightness range from dark to light that affects how much 
detail can be rendered in the darkest and lightest portions of the scene. Dynamic range 
is often represented in stops. Digital cameras can often capture а range of 11 ору 
rom black to white, whereas a paper print from a desktop inkjet printer might have, 

at best, a range of five stops. Regular offset lithography, such as ma 


ing, has even ess dynamic range—typically four Fstops or even less. This disparity 
between capture and output is ar the heart of reproduction problema because we 
often have to determine how we ae going o compres the range of an image to fit the 
output, You will aften hear about “hi depth” in the same breath as dynamic range 
Ви depth velers to he number af steps hetween black and white chat are encoded in 
а digital capture. Higher bit depth captures have a finer density of steps and yield a 
smoother amp from Plac to whites however, bit depth does nor determine dynamic 


tange. I is certainly better to have higher bit depth with wider dynamic range, but 


the гөө are not necessarily interdependent 


er ange кейисе плена 


m 


The RAW signal eon the camera chip can be processed either in the camera 
Firmware ог lar in software under user control. Thee is some debate over Ве merits 
of bth approaches, Generally, И you ope to have the camera du the processing, you 
willbe shooting JPEG les to the memory card ог directly to а computer, 


JPEG isa file format thar was developed vo reduce ile ie by using mathemati- 
cal algorithms that simplify the pixel structure in the bitmap image. This process is 


considered lossy because some image derail is "lost? during he process. Digital cam- 
esas apply а conservative level of compresion or size reduction, and this is generally 
considered visually Isle. This does not mean that there is по lon st that the loss 
is not apparent at first glance. Even the best JPEG file does not carry the same amount 
of information or image detail as a oncomprened or unaltered version. 


The main advantage 


shooting JPEG is that by compressing the Ве size, you 
fen) Because he Bles are smaller, they alo write fate and enable 


aer shooting 
speeds. This can be important for shooting wedding candids, news, sporting events, 
and any other fast breaking action. The disadvantage to shooting JPEGs is that you 
have to accept the cameras interpeetation—of color, contrast, et —and you limit the 
potential quality of the image. You give up some flexibility and quality for spend and 


JPEG Compression Artifacts 


ЭН compresion works by simplifying adjacent tones mbar toner assigned the same 
‘ale This can case since "lny rfc and "nes edges, which are mot nt 
ale nexteme magnifications. P arifacts can become a prem when mage fles are 
Sharpened for print output o sale up rm sale sizes, Far most od destined ır ойи 
thography (magazines and newspapers, Grac don posea problem because they 
are obscured by he рапава 


you are concerned with the best possible quality, hen you probably will pee- 


{er to record the camera's RAW signal and process this data using your computer soft- 


ware in a RAW file workfloe. Doing so complicates the process slightly by adding an 
additional pos-peocening мер to your photography workflow, The main advantage 
to RAW file workflow is that you can postpone final decisions on color rendering, 
tone, and contrast until after the shoot, when you have fewer distractions and you can 
concentrate on basic photo elements such as lighting, composition, and exposure, You 
also gain a considerable amount af control over colar rendering, tune, and contrast, 
The disadvantage is that you have о take extra time after the shoot ro process your. 
RAN files ingo a useable format 


Your Monitor and Calibrator 


After pixels are captured and assembled ino images, those images need o be viewed 
and interpreted. Every image <rcaion system must include а monitor to view the cap- 
tured images. A good monitor isan absolute necessity for any serious photographer. 
However, a good hardware calibrate is even more importan (Figure 1.3). Yon need 
vo purchase а calibrator wih the necessary software and use it regularly to keep your 
display in good working order, Even а mediocre display can be serviceable iit is prop- 
«Чу calibrated, hot an expensive display is almost useless if it lies to you Calibrate 
youe display every we weeks a be on the sale side, 


Notez Many hardware rato vees weon the market one ppl earth o 
ly the Сао Веда Pr анда Cloy nt ther la rta 


1 highly recommend thar you choose а simple, gray desktop color and select a 
ray interface option for the overall color scheme for your computer. The idea is to 
eliminate as many color distractions as posible for the environment in which you will 
be making color decisions. Ifthe background behind your images is bright blue, you 
Will tend to see everything as warmer than iti because of the calor contrast with the 
blue background. You probably will have a tendency to make your colore too cool as 
a result A neutral gray background is 

judgment one way or another. 


Basic Digital Capture Workflow 


You need w develop consistent procedures for capruring, saving, and working with 
your images. Each picture-taking situation will demand a lightly different series of 
steps depending on your specifie hardware, software, and working preferences, At the 
most basie level, you will be 


he safest choice because ke will aot bias your 


f Capturing images 
+ Downloading image files to a computer 

+ Adjusting the files (cropping, color correcting, retouching) 
+ Delivering images printing, uploading, saving) 

+ Backing up files (ring and storing) 


The basic steps can change slightly depending un whether you are shouting 
RAW or JPEG, tethered to a computer or to memory cards, archiving original RAW 


dots, or converting 10 DNG forma. Many of he repetitive tasks can be automated in 
о software or by using scripts, Look ar more detai 
the wa. vars. con/sknbook webs 


m on workflow automation. 


Notez св ерине isan eger bile RAN fle format developed by Adobe t 
se need ora standard mao al amera диз re mast amera manchen 
e proprietary е formats iu o arca camera Teque talon came 
„седи kann ic woud bean acl atem vil Be phrloqaşêer atthe тегу 
‘ethe manufacturer to support Ыб вадене Беки med 
ancora supporte He тайна wl work nith al cameras andes tus Аб 
pori 


B 


Most of the digital workflow occurs aher the photo shoot because thar i where 
you work wich the captured digital dara. A professional workflow maintains а hackup 
protocol rom the beginning, always maintaining duplicate copies of les at every step. 
A typical progeessina of steps might look ike this: 


1. Alter filing your memory card, place it in a cand reader and mount the drive on 
your desktop. 

2 Copy the image files to a folder on your computer, rename them, and duplicate 
the fles onno a separare hand drive as a backup. 


з, Verify he integrity ol the Backup. (This automatically verifies che бен copy) 


& Once you are satisfied that the files are ОК, You can reformar the card in the 


boting, so you might need have multiple cards on hand. Always strive 
te have two copies of every image le at any one time. Card can be downloaded to 


the computer unattended, o you can always have one copy on the computer and one 


parate cans in camera (usually a CF card and an SD card), so you'll have backups 


automatically as you shoot. Having a computer on band can be inconvenient or many 


photographer, In that case, consider using one uf the portable, self-contained cand 
teaderfhard drives (Figure 14) as a temporary backup solution, 


After all the images are shot and backed up they will have а be evaluated 
and worked on in some fashion, Profesional photo 


volume of images, and le management can become а real issue, Fortunately, mod- 
ern sofware wos, specifically designed with the photographer's needs in mind, have 


became available, I recommend using an integrated image processing and cat 


application such as Lightroom or Aperture. My own preference is Lightroom, so T 


Setting Up a Lightre 


im Catalog 


Lightroom is an image cataloging system that stores information about images in a 


separate catalog file Iia beyond the scope f his book wo provide full step-by-step 


instructions for using Lightroom, but wil cover certain features that pertain 


the various tasks under discussion in the following chapters, Here we are concerned 


With gering started with an image catalog. There are a number of different ways to 


не Lightroom to organize your images—I prefer to have Lightroom mirror the file 


organization Ihave on my hard drives, To accomplish this, you need ro begin with 


some organizational structure This is how Tet up my hard drives (Figure 1.5). 
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1 keep all my images on an external hard drive diia my image archive that T 
duplicate onto a second hard drive. This backup drive gets updated every day or when- 
ever Ihave made any changes по my images or my image catalog. Once a werk this 
duplicates moved olf site and a third hard deive is brought in and updated ro the cur- 
ren мазе ol the image archive—this now becomes my new backup and is maintained 
everyday in the same fashion. Afer a week of activity, the third drive goes off site and 
the second drive is brought back and updated The wo backup drives are continously 
ling on- and offsite so 1 always have a disaster insurance copy in the event of a 

hat would render bath my archive and 


fire, ood, meteor strike, or other such event 
backup unuseable. 

"The roor level of he archive contains rwa folders—one for the images and. 
one for the Lightroom catalog. Images and catalogs are organized by year—T make 
a mew catalog every year to correspond to the image folder for that year. Inside the 
year catalog falder is the Lightroom catalog file, previews file, strings folder and the 
identity plate fle thar T use ta “label” the open catalog with the date o I know ata 
glance which catalog Tm working with. Inside the year image folder аге the individual 
obs folders, all labeled with he dae (year, month, day) and a descriptive name. Inside 
the job folder is a “RAW folder that contains the RAW captures, as well as a “WIP” 
folder rhat contains work-in-progress PSD fles. When images are finished for delivery 
ос printing, I make a “Finals” folder for them, Inside the "RAW folder, the images 
files are named with my name, followed by the dare, followed by the camera’s unique 
fle ide 


jer number, 

1 download images from shooting sessions directly into this structure. Once 
that is done and the images are renamed, I am finally ready to import he fles nto. 
Lightroom. This way the folder structure of the image archive is exactly reflected 
inside Lightroom su can always Бай images fram specifi shooting dates without 
having to search, er, or otherwise perform any catalog gymnastics, The folder 
structure в clearly visible in the “Folderi” pane of Lighrooars “Library” module 
(Figure L6). 


Lightroom has become my se 


wae tool of choice for organizing and processing 


ту growing image collation. Just al 


t every imaging task—shor of retouching 
can be accomplished with i, Is functions include making slideshows, printing, and 
making web galleries. These fun 


Calibrating for Digital Capture 


Back in the old days, serious photographers tested their equipment and ii to estab 


ms are also expandable using third-party plugins 


lsh the best working methods for their particular gear. Ansel Adams developed the 
Zone yate for his work with blaceand-whit film. Commercial photographers shot 
теп» through different color gels to determine the color bias af a particular emulsion 
as processed through their particular Jabs, Testing was an ongoing proce thar pho- 
tographers used o stay on top of their game. Modern digital capture has opened up 
sew possibilities for accuracy and color quality, but the need for testing sil exist 
Well explore one approach to digital testing and calibration (with a special emphasis 
on skin tones) tl 


jat I have used with my equipment and readily available software and 
hardware, There are as many testing methode as there are cameras and software pack- 
ages, and the following is presented more to illustrate concept than anything a: 
Түс already mentioned monitor calibrations this is a relatively straightforward 
process with a hardware colorimeter. You must calibrate your monitor before doing. 
anything se, The next step is vo calibrate your camera with your RAW processing 
software. We will ook at how to do this using Lightroom or Adobe Camera Raw 
(ACR) as a system that works with the widest range of digital cameras, There are 
her approaches, br none of them currently oler as much control in a convenient 


To calibrate your camera, you must shoot aret. The test shot will need to 


include some kind of standard target (Figure 171 


The most widely used target is the X-Rite ColorChecker 24 Patch Classic. 
Originally known as a Munsell chart, this target has been in widespread use for at 
leas 50 years in the motion picture and television industries. You should be able to 
purchase one at any camera store. An ideal test will include this target, а human sub 
ject fe real skin tone, and some writen reference for the exposure, 

My est setup includes a black нар, shown in the upper right. This ва small 
cardboard box with а hole cut on the top: the inside is lined with black velvet. Like ro 
include this foe a real black reference because the lack “patch” of the ColorChesker 
tanget is not very Hack. My ген target also includes а highlight reference (some 
Styrofoam lens packing is in the lower-right corner). The curved form creates a soft 


atop from near white imo а "clipped o-white" rone and allows you ro ee just how 


mich detail is preserved in extreme highlights, These additions ate not critical for 
calibration purposes, but they help o visualize the dynamic range of the capture in 


highlights and shadows, 


Note: Tie siin aior gatihon the Chr ages tended repeat average Сава 
din Войната: fret lor anê tis paty imposible to represent vy no 
in Ty tubave same real а that you fl representatie ef your ora erage our shot, but 
darts meri. Arnal person n he test shot pie aval reference to balance бе teil 
аванса. 
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The testing procedure involves а series of steps, which ae summarized her: 


1. Establish lighting that n and 2850°K—open 
shade and tungsten lights indoors 


ис he conditions for 650 


з. Shoot a range of exposures to determine youe camera E. exposure index, 


180, or ASA rating 

а Import RAW files imo Lightroom or ACR, and white halance o the lighe gray 
panch. 

& View che series of exposures in Lightroom or ACR and apply “Zero slider" 
senings. 


а, Identify the best exposure by comparing the exposures and reading numbers 
drom the па арау patch. 

Convert the best exposures ш DNG. 

з. Open the two DNGs representing 6500" K and 2850" K color temperatures ino 
Adobe's DNG Profile Editor ur X-Ries ColorChecker Passart software and 
build camera profiles 

& Save your settings and creste a new "camera deba” senting fr your camera, 


Establishing Lighting 


You should shoot your test exposures under conditions as clase as possible o 6500" K. 
del and 2400" K (regular incandescent ar halogen light) color tempera- 
ен (но complete test sequences Hf you shoot mostly outside, you also want to 


open. 


setup and test outdoors using direct sunlight as well To cover all your bases, you 

‘might want to calibrate fr other unusual lighting conditions, Here are some consider- 

tions for various lighting conditions. 

Outer Daylight Tey to se up in broad daylight under clear sky conditions, Make sure 

that no shadows hit your target—especially the ColorChecker Stay away from build- 
инче the effect of reflected light on your testi you 

set up near an orange colored wall, it will affect she color. 


ings as much as possible to mis 


Guten Open Shade Set up yone test subject in open shade in an ares that is illuminated 
by a broad expanse of blue sky. Tey no to set up under trees because lighe filtering 
through green leaves will pollute the color temperature. 

Indnerinandesent Lighting possible, use a single light positioned at а 45-degree 
anle 10 the target and about 10 feet away, Make sure you're in a room with white or 
neutral colored walls, Aim for as even illumination as posihle—again, make sure nu 
shadows hir rhe arget, You cas use а higher ISO setting on the camera to ei 
exposure within range, bur ry nor to go above an E.1. of 800. 

Ste Fighting This is very similar in character ко daylight, but here you want to 
Simulate your most common lighting, Use the lighting you normally use for your sub- 
jects use the same umbrellas or other light modifiers, Don't do anything special just 
for the test, If you use rwo lights, make sure they are the same type or make, You can 
akip any hale lights and just concentrate an your front lighting- 


Flors Lighting Shooting a test under fluorescent lighting is almost na worth the 
effort, because each uncontrolled situation you encounter will be different. Also, 

fluorescent lighting is a really unbalanced spectrum with big gaps and spikes in the 
frequencies represented. These situations almost always require some selective color 
correction in Photoshop after processing. so the ind of calibration you achieve here 


Will be of limited use. И you frequently must shoot under a specifie fluorescent light 
ing condition, thn you can test for thar—simula precautions against shadows and 


ing to Bracket the Exposure Range 


The idea is to shoot a wide racket around the expected best exposure то determine 
the actual best exposure. Ser your camera оа manual and, if posible, change only its 
huner speed to shoot the bracket 


Note: As youmayreamenber әй wthedays ие нет tld to beatet ng curte. 
uttered votas cut Det pr vas deny The eps me lc 
за mean Ste, he cata utter amino that has toone Ln 
stay sgh fen ens to ens а Joy acs ther ange So the aater ei 
‘hemes sten way to ade continuous et su pn ed ose staps lor ash. 


Use the lowest default ISO serting for your camera, A hand held light meter 
works best; a spot meter would he ideal. T use а combo meer that is capable of incident 
and spor reading in continuous as well as flash lighting (Figure 1.8), The spor meter 
has the advantage of being able то measure the value of the mid-gray pateh (third from 
the right in the bottan row of patches) fem the camera position Figure 1.9), 


The Mysterious "K" Factor. 


Tieni gr patch is calibrated to 18 perest reflectivity; tisis supposed to mach the 
S0 percent mins at ight meters are cle ta but, in c, itis ty ough Ve 

ta aso Why hiss une any reference "grap ar are refered toas 18 percent 
yay in the priming ndustry, gerent fecit crsdeed haha between he ite of 
рон and the back ratings, However, actual scene amines Bt ferent than the 
rightness of pining ik on paper Light metes are calêrated to a ANSI standart of 123 per- 
entity which абе math to O percent umnesty ert [n Lab colorspace. 
Far some unknown reason, чика ars in ше or photography — they are lat 
choose V percent to represent тейил a. This may come from Kodak who continues 
o manufacture and matan 18 percent gray card, adis ar are produced using prat 
ing ikon an lat pres an и percent ray actualy refers toa printing specication. 
Presumably, his mates it easier to manufacture. 

The art iei that the 18 percent Kodak gay candis abit "igiter” than bie 123 percent 
тїгї that ght meters are cated о зано you expose at the ed you get 
fromthe Kodak сиб you wil be umderexposing by about Y -stop Ael Adams was aware ot 
is and mad ference toa tes T factor in his book Camera amd lers Hi instructions 
there had you spring up by tp ат the reading otf the crd и general practis, peer 
"espere reco afforded by adjusting posue ip асет reto, t 
avid vee, on open Ya stop om readings len pret gray cards 


A spot meter can read directly from the mid-gray patch (third from the right 
on the bottom of the ColarChecker) open up Vs stop to get the base exposure. И yow 
don't have а spot mete, use an incident meter and take а reading from the subject 
position, pointing the white dome at the main light source (Figure 1.10). The ideal 
Way to take exposure readings, a least for the test, is to use а hand-held light meer, 
A hand-held meter is better than relying on the camera meter for a number of reasons, 
H you have to use your in-camera mte, get yourself a large reference car like the 
Lastolite EZYBalance (Figure 1.11). You can move in close enough o fill the frame 


With the large gray field, Remember to open up ¥ stop from any reading ofl any 18 


Once you've determined your starting exposure, you will shoot additional 


exposures, incrementing the stop value by 1⁄ atop using the manual controls on 
your camera, Shoot two мор» on either side of the starting exposure and keep track 
ofthe exposures as you go lang. I fnd it convenient to indicate Не exposure change on 
the target itself by writing on a paper attached to the target. I write down the differ- 
ence in exposure as а change in ISO. In other words, 6 Мор down one-third from the 
ISO 100 reading, I write 12 

100, 80, 64, 50, 
Whatever you da, dont base your exposure off the appearance af the LCD. 


160, 1 stop = 200, and so on. The beginning of the 


sequence would 


on the buc of the camera! (See Figure 1,12.) Nor only do moet viewing conditions 
prohibit accuracy, but the LCD will only show you bow the camera would generate a 


JPEG—it cant show you what isin the RAW ile Typically, the histogram is only a 


compost histogram—and even when you сап display separate RGB histograms, they 


are not accurate except as а rough approximation of the camera JPEG. We are look 
ing or bener than JPEG performance; otherwise, i's nor worth shooting RAW. In 
practice, ind that relying on the LCD almost always causes you to underexpose the 
shot. Of cours, with a lot of experience, you can learn how overbright the image on 
the LCD needs to be to arrive at the correct exposure, 1 personally prefer a more con- 
trol approach, 


Importing Shots ar 


ralating posure 


Now, you have to evaluate the shots ко determine the best exposure 1 will first look at 
how this is accomplished in Lightroom. 

Import the image files ino Lightroom (Figure 1.13). Use the General - Zeroed 
develop preset to get everything set up with во adjustments. Make sure you are using 
the "Camera Neutral" calibration preset to get as unbiased a rendering as possible 


(Figure 1.14). Once your sequence is imported, you сап survey the images for a quick 


fix on the best exposure (Figure 1,15), Before you starr making serius evaluations, do 


a white balance—cliek on the light-gray pateh (second fram the left) with the White 
Balance tool the Eyedrapper in the Basic panel of the Develop module). The imaget 
Will appear very lt, and this can bias your judgment, so ie is best to evaluate the 
images using numerical readings off the mid-gray patch 
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Look for the exposure hat gives you a reading close to 51 percent and, very 
pocas without having de wiiee push po over 90 peeent More the cure ien 
(he image and look at the numbers that show up right under the histogram display 

as shown in Figure 1.16. In my example, the gray patch is closer о 51 at the ISO 64 
exposure whore it reads 53 percent; however, the white patch is 100 percent, clipped. 
The next exposure down would give me an ISO of 80, and here the gray patch is at 
Эз percent. This one still doesn't quite work because rhe white patch is 93 percent 
Figure 17) So, in the end, Га back ro ISO 100 where he gray patch now reads 43 
percent but the white sa a safe 85 percent (Figure 1.18). Once you have found the 
‘eal exposure, you can calculate what kind f compensation you will пе lus 4 
то plus 1 stop are common, 

Itis also common for this compensation factor to he diferen, depending on 
the color temperature of the light. For my Canon SDmkll, the compensation for direct 
эш 4%, for open shade it is O (no compensation}, and fe tungsten it is +1. Mose 
‘ofthe time, you can enter this compensation into your camera settings you rely on 
Your in-camera meter. I will typically enter an average exposure compensation across 
all three lighting types for my in-camera meter settings and just leave и there. Another 
thing to consider is that you can often recover up to one stop of highlight derail with 
out suffering image degradation, but using Fill Light or something similar o recover 
shadow detail will resul in extra noise. So... if yo are going to er, err on the ide 
of aver exposure. In my case for this camera, 1 would use an exposure compensation 
in camera of +/ even though that would be overexposing in open shade lighting. I 
only need to put the Recovery slider at 20 to ger the white pateh o read 89 percent 
Figure 119 
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The shooting procedure for ACR is the same. Once you have shot the exposure 


sequence, open the RAW captures in ACR, either from Photoshop or Bridge. Make 
sure you have all your slider settings at “zero” and your tane curve ser to “lines 
and then do a white balance and synchronize al the captures before you чап look 
ing for the be exposure, ACR docs not display the same Linear ProPhoto feedback 
‘numbers that Lightroom uses. [The engines аге identical, bur the RGB numbers are 
oot Instead, и displays RGB numbers according to he workllow settings. I recom- 
mend using Adobe RGB as your prefered workspace (Figure 1.20) This is the best 
compromise between working with the ludicrously wide ProPhotoRGB and the gamus 
constrained RGB. is not so narrow that significant printable colors fall outside of 
its color gamut, but not so wide as to make editing in Photoshop difficult. 

After you set your workdlow preferences 
‘numbers that represent the chosen workspace in standard RGB fom O о 255, In 
Adobe RGB, you will look foe the exposure that renders the medium-gray patch clon- 
sit to 121 without pushing the white patch past 245 (Figure 1.21). Once you identify 


the exposure, you can calculate your exposure compensation much as in Lightroom. 
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‘Building Camera Calibration 


RAW processing software i designed to interpolate color information [rom varying. 
brightness of pixel sites that have a colored lier of red, green, or blue. In essence 
there is mo color in the RAW data —colo is inferred by measuring the brightness 

o pixel clusters, The colore tes covering the tiny pixel sites are not perfect and, 
manufacturing processes being what they are, there is some variation from camera 
tw camera even from the same manufacturer. Some RAW processing software is set 
up to allow for a certain amount of adjustment to calibrate the camera's color to. 

a known target. Adobe's processing software offers this capability though 

in the Calibrate tab in ACR: Lightroom offers the same capability on the Camera 
Calibration panel, There is alo a stand-alone application, DNG Profile Editor from 
Adobe (in publie beta at che time af this writing), 


меч. 


Ван simpl he proces 
Di Profle ditor. 


DNG Profile Editor is an application designed to modify the lookup tables that Adobe 
software utes to convert the raw data from the digital camera into a standard color 
Workspace. Every camera supported by Adobe Camera Raw or Lightroom has a 
lookup table associated with it to enable the raw processor to de-monai or render 
solar from the brightness data recorded under the red, geeen, or ble pixel sites on the 
chip. The DNG Profile Editor uses various controls to manipulate the color result gen- 
rated by the lookup table and regenerate the table, and it has a straightforward cali- 
bration process that utilizes the X-Rite ColorChocker 24 Patch Classic. The software 
will do an automatic analysis of an image capture of the target and generate a table 
that can be saved and used hy Lightroom or ACR. For our purposes, 1 will use the tar- 
за analysis fonction to build an idealized color calibration, 

First, select he ideal exposures from your test shots under the different color 
temperatures and convert Не files iro DNG format. [n Lightroom, go o the Library 
module and select Library > Convert Photo 10 DNG from the menu bar. The DNG 
Profil Editor only works with DNG fles, so you will need to convert all the good 
exposure shat before opening them ino the sofware, ACR require that you save the 
files as mew DNGs. 

Launch the DNG Profile Editar application, and you will be presented with a 
simple colar editor (the first tab at the top of the interface) and the helpful instruction, 

"Tipe Start by opening a DNG Image from the File menu” (Figure 1.22). 

Open the shot from the open shade test and then click the Char tab 
(Figure 1.23). The image should open with the white balance you set in Lightroom or 
ACR. И for some reason it doesnt, simply click on the light-gray patch to reestablish 
white balance, Four small colored dots will appear in the image; they are referred o 
as “colored circles" in the on-screen instructions, 
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Follow the instructions and position the four colored circles (dots) over their 
respective patches on the target. You can znom in on the chart image to make it easier 
to position the dot in the middle of the patches (Figure 124. 


Select 6500 K only fom the drop-down to identify the colo temperature ol the 
table you will create, Click the Create Color Table button, and you will be brought 
Pack ro the Color Tables tab with all the patch colors mapped onto the Color Whee 
The table is created (Figure 1.25). H the test was shot correctly and you chose the 
appropriate exposure, there will be no problems. I 


however, the white patch is too 
bright (clipped), the program will theow up а warning and you'll have to pick another 
bracket or reshoor 


Next, you wil create he tabe for 2980" К. Open the tungsten test shot. Th 
is more likely to be at 3000" K to 34007 К, depending on the lights you actually 
эней, bu й will be close enough for this purpose. Once the tungsten test shots open, 


slik he Chart tab, select 2850 X only as the table to build, and position the dote 
(Figure 126) 

Again, click tb Create Color Table button and youl hack at che Color 
Tables tab this time with the 2850 table created (Figure 1.27) 
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At his point, all you need to dois select File > Export your casera nane profile 
and give the le a meaningful name (Figure 1.28). The DNG Profile Editor finds t 
correct location for the profiles ко that they can be used in ACR or Lightroom. 


pone E 
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Noe that o create the profile you opened rwo rest images, one for 6500° K and 
one far 2850" K, and you built individual rables for each, The RAW processing engine 
that Adobe uses interpolates color values between (and beyond) these common color 


temperatures to arrive at a correct interpretation of colori a Wide range of different 
«Нов condition. 


Creating a Custom Lighting Profile 

Teiche odo the clor tables far a camera pofle be les Hf you select 
eth talle, he DG Profle Editor lib the 50 and the 20 table om whatever 
sinleimages open. This s less than dea fr genera! aros table ut can be sli 
fara specie lighting condition that night otherwise be problematic. Foresta you might 
Shonta test target under stadium fighting conditions о Боа moe cae color tahle for the 
ivl som rapor ing (and geta beter calor rendering fo the athletic teams jerseys} 
Df cus you wouid use this tahle to йа pofl ynu would use only for this specifi lighting 
ondon (тие on using the profiles ter. 


X-Rite ColorChecher Passport 


The X-Rite color calibration system utilizes а special version of the ColorChecker 

target that co 

warming-cooling white balance patches for portraits and landscapes (Figure 1.29). 
T prefer to use a full sie Gretag Macbeth ColarChecker for the exposure 

hur this hele target ts very convenient far quick color calibration shots, Shoot the 


jes in its own self-enclosed careying case and includes some extra 


target in the lighting you want o test, bur simply aim for a good exposure—no need 


o do more than a narrow bracket sequence—just to make sure you have a good expo- 
sure with which to woek, The Color Checker Passport system comes as а stand-alone 
application, as well as plugin for Lightroom, that almost completely automates the 


creation of DNG camera profiles within Lightroom. There are very good instructions 


мей is very easy to use, Launch 


With the software, bu й almost doesn't need any Бы 


the ColorChecker Passport application and you will see a wizard interface with 


instructions that walk you through the proces (Figure 1.30). 


Drag rwo different test shots (preferably under shade and tungsten light) into 
the image window. The software will automatically lacate the patches or each shor. 
Then simply click the Create Profle burton, same the resulting le, and you've don 
Figure 1.3 
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The Lightroom plug-in i particularly easy to use, because you never have to 
leave Lightroom. The plug-in is invoked from the Export dialog; select X-Rite Presets 
from the Export To drop-down menu (Figure 1,32). The dialog changes specifically 
to accommodate saving DNG Profiles (Figure 1.33). The resulting le is automatic 
saved to the correct location. 

Both Calibration systems work well to provide customized camera profiles for 
your specifie camera, The X-Rite software seems to generate slightly more saturated 
color, is a bit easier to use, and comes with the very handy target. I personally prefer 
the lsciatorated results get with Adobe's DNG Profile Editor, and the Adobe soft- 
ware offers the ability to manually tweak the color of the prafile—something I often 
ind necessary with skin tone. More on this later. 


ly 


Using Camera Profiles 
As I mentioned earlier, these profiles are во industry standard ICC (International 
Color Consortium) profiles Бы special Adobe-ormatted color lookup tables that can 
be used in ACR or Lightroom. Both color calibration applications save the camera 
profiles in the appropriate place on the compute, 


nligktroom. 

"To use the profiles in Lightroom, follow these steps 

Vo Séeranimage. 

1 Goro the Develop module and, 
file you saved earlier using the Profiles pop-up menu (Figure 1.34). You can save 
this camera profil along with any Develop seting preferences as a new Camera 
Default. 


the Camera Calibracion pane, select the pro- 


H 


Alter applying the camera profile, go ta the Basie pane, set your white balance 
to As Shot using the WB list box, and then select Set Default Settings from che 


Develop menu (Figure 135) You'll receive a warning and a confirmation 


Click the Update ко Current Settings button. Now every time you impart a RAW 


fle rom this camera, ic will appear with these settings and camera profil 


In Mdobe Camera Raw 


Similarly in ACR, to apply the profile, follow these steps: 


n 
2 


Open the images in АСК, 
Select chem, lisk on the Camera Calibration tab and select the profile you 


saved earlier from the Camera Profile pop-up (Figure 1.36). 
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To save a new Camera Raw Default, apply the profile and hen go m the Basic 
Set the white balance to As Shot, and set any additional adjustments you prefer. 
Select Save New Camera Raw Default from the settings drop-down 


(Figure 137) 


Editing Camera Profiles for Better Skin Color 


One common issue wich digital capture is tha any red component in the skin olor 
xn be overemphasized, and people often complain that the skin color turns out 
оо red! you ind this to be the case with your files—even after you've built 
salitation you can tweak the red out in the DNG Profile Edit 


First you mu arrange to shoot a test With a subject that exhibits the red skin 
eft in your digital captures, Once you have tested and identified the deal exposure, 
‘open the DNG in the DNG Profle Editor application. Build the tables as usual, but 
before you save the camera profile, xoom in on Ње subject's face, (The same keyboard 
shortcuts you usein Photoshop apply: Commandespace or Culespace, See Figure 1.38) 
Now, lind an area on the face that has that overly pink look to it, As you scroll 
ver the image; look at how the color values (as displayed in the region above rhe color 
patches to the right) change. Good skin color will have Lab values with he “a” and 
b numbers equal oc the "b" value slightly higher. In the example here, a«17 and 
“This ara is too redi Click on the spot, and a dot will appear in the Color Wheel 
where th 


calor ives 


Now, take the Hue slider and move it то the right, toward yellow—the last 
patch in the column o patches will show the before and after of rhe color you are now 
editing (Figure 143], You may want to reduce the saturation of the colar as well, The 
beauty o editing the one problematic color in the Profile Editor is that it leaves more 


saturated version 


of that particular hue alone, so it won't damage lip colar as much 
as it would if you were editing hues in Lightroom, ACR, or Photoshop. 

When you are done editing, save the camera profile as before and give ira. 
descriptive name such as Camere Name-Skin. The profile can be used as a special- 
purpose profile for those situations where you might have trouble with overly red skin 


color, There are times when even t 


specialized pofle cannot automatically render 


an ideal skin calor, so it won't eliminate post process colar editing altogether, but 
will help when you are working up a large volume af images for approval before doing 


fine-tuning on final selects. 
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When yon calibrate rhis way you maintain the best possible quality and retain 
the most flexibility foc processing your RAW files, Establishing a calibration with 
Zero slider positions ensures that the RAW data is recorded at the highest signal level 
Without encountering serious white point clipping. This is pretty much like “exposing 
to the rigt 


of the histogram” bur with greater precision, The only drawback is that 
the previews on the camera LCD might seem a itl bright. Adobe Camera Raw i the 


only RAW processing software Гез aware of that allows for true zero or linear defaults 


im all its settings, so this cali 


don strategy won't work with your camera software or 
something like Phase One's Capture One software: 


Exposing to the Right 

os might have heard that i's a good ea ta oe tothe ngh ofthe Esper 
fen een deing so en po eae e exposure based un te qn eg 
‘the LCD on the back ofthe camera see Не copar ap) The pen 
‘exposure enough tat the min peak in the storama gh net ame against 
‘height өе ан placing e captured диз where тч the useable bits are. 


The eas gon in theory hut bad in practice because he histogram cnt el you where you 
are placing your tanes with any rein andit can't tell whether the histogram appropri- 
earth subject (Wat pc goes with ——Á— 
general indication f the distribution of values he 
pl 

aree channels The ata hr a mach wider 

беното зелья ау in each channel 

“su you may not iow if you are Cp important 

stain the Red channe sip by leolingat the 

Histogram display on the amera, 


Working with Your Calibration 


Although a full exploration ol Adobe Camera Raw oe Lightroom is beyond the scope 
‘ofthis book, Lan offer the following general breakdown for RAW Ble processing 
ing Adobe produces 

Ideally, you should shoot a gay card in he same lighting as the bulk of your 
subject marter. Have the subject hold the Colar Checker or a gray card. (For the test 
shown in Figure 140, 1 stood in for the subject and had an assistant shoot lor the 
gray can, The remaining shots were taken of the real subject, and this shot was used 


to white balance only) Most often, this can be a simple test shot done м che beginning. 


of a shoot, 


When you are ready to process the shots, simply use the White Balance tol on 
the gray card in Ве fine shot, adjust апу other sliders you like, and apply the sertings 

the rest of the images. After applying White Balance, select all the images and then 
in Lightroom, click the Syne buon located in the lower-ight corner of the interface 
and click OK in the dialog bone that opens (Figure 1:41) 


пане злева азе иок, 


Similarly, in ACR click the Synchronize button (located in che upper-left cor- 
ner) and cick OK in the resulting dialog, as shown in Figure 1.46. И you've done a 
good calibration and you've exposed properly, you seldom have to do more than slight 
bigness and contrast adjustments to "cook the image to tastet 


H 


Ifyou do not have the opportunity to shoot а gray card, you can select a 
default from the White Balance drop-down in che Adjust tab (ACR) or the Basic pane 
(Lightroom) ar you can accept the As Shot settings; however, gay card takes all the 
паевой out of the color and can save а lot of post production, especially if you are 
Working with lage volume of images. 


Calibration Review 


The testing procedure consists af shooting the test target in a controlled manner, cap- 


turing a wide range of onders, normal-, and overexposures to se exactly the limits of 


the camera capturing capabilities. Мей exposure is determined with numeric precision 
so that the maximum amount of useable data is available for post-caprure manipula- 
ion in software. Under- and overexposure limits are similarly determined so that you 
know how far you can go with a particular importane tone in an image. The goal is 
tobe able to give the maximum useable exposure and thus ensure that you have the 
cleanest, mout noise-free information in the capeured image. 

‘Once you have а good expasure af the тен tage, calor calibration is accom- 


plished using software in an automated fashion. Remember that color is not nearly 


as value or tane, Ideal coloris fairly subjective, and the photographer will 
be compelled to interpret and adjust for creative с after the image i captured. 
However, it makes sense to start from а neutral unbiased paint and so the color cali- 
h 


Testing Procedure Overview 


The testing procedure breaks down into the following tems 


ion step should be дей: just don lose sleep worrying about how accurate 


+ Shoot an X-Rite ColorCheeker 24 Patch Classic target in shade and tungsten 


Thing 

+ Measure a mid sy reference of 18 percent and open % to determine base 
exposure. 

+ Brachet around the expected normal exposure—two stops under and twò 
stops over 


+ Increment exposures by % top, using chute speed if possible, 

* Changethe ЕД. reference on a card in the shor va reflec the change for expo- 
эше (100, 80, 64, 5O or А exp 

+ Tempor files ino Lightroom oe ACR with Zera slider settings 

+ Evaluate the exposure sequence for the ideal exposure, 

© Use this information to enter an exposure compensation factor in the camera 
or as an ЕЛ. setting in a hand-held light meter. 


= Open the ideal exposures from the shade and tungsten lighting shots in the 
color calibration software (X-Rite or Adobe, build a camera profile, and then 
=. Ser this calibration proble as a camera default in either Lightroom or ACR, 


1 encourage you to tweak your calibrations to suit your personal preferences 
You shouldn't necessarily accept the numerically accurate renderings of the color 

patches most of us dose sell pictures of CulorChacke targets, Think about how you 
prefer your color. More contest? More saturation? Put these ino your camera default 


жаш» so you don't have ro teal every le every time, 

Remember, you are calibrating a complete capture system that includes the 
lens, You can usually count on lenses rom the same manufacturer ta have the same. 
color bias, but as soon as you switch 10 а different manufacturer (а third-party lens), 
you will ikely affect the subtle color has and you'll ned a different calibration. For 
that reason, recommend staying with your camera manufacturers lenses whenever 
possible 

Finally, calibration ie no substitute for creativity. Fel free to break away from 
rigidly accurate calor renderings ta suit your creative needs or the needs af your 


enis Your calibration sertings are only а starting point from which you are obligated 
ta depart on s journey to your personal vision. You should also save creative render- 
Ings as presets that you сап call on for different purposes, The calibration method 
outlined here should be considered a тоо! to allow you control over your photography 
and not an end in inet. 


Putting Color Management in Context 


Color management is a relatively new discipline rhat is stil evolving. The goal of color 
‘management is to control color appearance in various input and output devices so 
we сап achieve better agreement between the different renderings of the same image. 
viewed in diferen media. Notice that we are specifically ar talking about color 
matching. Real color matching is currently impossible, and some level of difference 
has to be tolerated. There is considerable disagreement about what diflerences are 
tolerable under what conditions, so talking 


bout color management in absolutes is 


dificult. Control over color highly desirable, however, whether or not we agree on 
how thar conto is applied 

Color management starts by attempting to define color in an unambiguous 
way. Not to long ago a group of manufacturers in the graphic industry got together 
and developed the ICC profile as the foundation foc a digital calor definition. An. 
ICC profile references the color appearance of a particular device camera, monitos, 
printer) to a numerical representation that is independent of any specifie device. This 


i 
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numerical representation is currently CIE L'a*b* (CIELAB, essentially the same as 
Lab in Photoshop, Profiles are generated by capturing the color rendering of specifie 
devices and mapping the results 1o the numbers required to generate colore on that 
device. As an example, your monitor шев а certain set of RGB numbers to generate a 
color that can be defined as a specifie shade o red in Lab, When you want to display 
that shade of red (a defined in Lab) on another monitor, you will likely need a differ- 
ent set of RGB numbers I the other monitor has been profiled, you can derive the new 
Set of RGB numbers hy running the Lab numbers through the profile or that monitor. 
As such, profiles allow for some method of translating colors for different devices by 
referencing into and ош of Lab, 

Profiles are also шей for generic color-editing environments called workspaces. 
Adobe RGB, Colormatch, and sRGB are examples of standard RGB workspaces, 
An RGB workspace is defined in а way that allows for easier color editing, and one 


unique property of this that neutral gray is always defined with equal values in red, 
green, and Бик. One ol the common activities in color management is transforming 
color numbers from a capture device into workspace numbers for editing and then 
transforming hose numbers into numbers appropriate fora printer or display device 
for viewing, 

Most of the problems associated with color management concern Ње mismatch 
between color spaces with different gamuts. Color кати is the volume of colors 
defined in a given color space. The real world represents a huge volume of possible 
colors. Digital cameras are capable of encoding a somewhat smaller volume of colors. 
The Adobe RGB workspace is smaller stil, and almost every output device can repre- 

only factor. There 
are other mismatches, Some possible colors in one workspace don't exis in another, 


жаш a smaller volume than Adobe RGB. Overall volume is not th 


ven if the overall volume in the second space is greater, Imagine trying to fita square 
pes in a round hole—cnlor spaces can he thought of as having 3D shapes based on 
different regions of colors, The graphics industey has adopted various methods of 
‘wanslation or gamut mapping between the different color space shapes using ICC pro- 
Bles in an attempt to mitigate the problems 

Most of the time, photographers make a bigger problem out f this than is nec- 
essary. People photography is mostly concerned with the color of skin. As it turns out, 
skin color is easily defined in just about every color space with which we can work. 
‘Conservative colar spaces such as sRGB are perfectly adequate for people photagra- 
phy, and translating between sRGB or Adobe RGB and any rype of output we need 
is not problem. Problems typically arise with attempts to match garment colors or 
‘other products that may be of primary interest to an adver 


ising client. Some products 
‘the range of Adobe RGB but just inside CMYK 
fora magazine ad. Sometimes the dyes and colorants used to manufacture these tems 


might contain colors that are ounsi 


do not reproduce accurately no mater how well the system is colar managed. Most of 
the tin 


the solution involves color correction in the ial output space and not color 
management, The odd color mismatch in a manufactured product can usually be tol- 
erated however И you can't get good kin color, you are in trouble. 


For our purposes, colo management simply involves calibrating the monitor, 
choosing an appropriate Workspace, and utilizing printer profiles t output. You do 
nor absolutely need anything more exotic than Adobe RGB at your workspace. If you 
shoot RAW, as you should, then there really is no absolute need for a custom camera 
Profile because the RAW data can be processed ino а standard workspace in ACR. 
The calibracion steps we've just gone through determine how your colors rendered 
into the Workspace. You can think of the workspace as the color definition that deter- 
mines what the various RGB number value look like, Once a lei tagged with a 
workspace definition or profile, you can track the colors in the image through editing 
and finally into a print. 

We will examine various color management issues as they come up throughout 
the rest of the book. 


Lighting and 
Photographing 
People 


Digital photography is the process of recording 
focused light that falls om the image sensor in 
а camera. This recorded light is the essence of 
photography, and control over lighting is one 
of the core disciplines in tbe art. We are going 
to explore various approaches to lighting as 
they pertain to digital capture and human 
subjects. I will also go over different shooting 
scenarios and bow to deal with people in your 


photographs. 
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Lighting Technology 


Many different types of light, both artificial and natural, can be used with human 
subjects. Natura light originates with the sun, but can have many different charac- 


teristics depending on the 
number о different ways, and it is mostly categorized by color temperature. (Table 2.1 
lias the temperatures o i 


том common artificial sources) Light control semana 


the most importan element foe rhe photographer regardless he light source. Light 
„вен be directed and the intensity controlled. Shadows must be balanced against high 
lights, and their edges must he softened or sharpened 
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The most basic light controller ia simple board that can block or releet light 
This simple tool has evolved ino a wide variety of specialized reflectors and lags— 
White, black silver, and old. The most recent innovation is the prin frame reflector 
that can be folded into а relatively пай disk and unfurled ino а larger disk or panel 
iue 2.1). Most often these panels are double-sided or have reversible fabric covers 

that allow an assortment of surfaces o be employed as the situation demande, These 
Panels are particularly convenient to use outdoors for available light conten. Panel 
аа be used as translucent diffusers то soften harsh direct ight, 

Large 4-fet x dee sheets of foomnre can be шей to create Уин (Figure 2.2) 
Those are great bounce light reflectors that provide a large diffiused-light source that is 
particularly well suited to rim lighting а subject (more on this later 

Another classic variation on the simple black card is the fabric flag, which is a 
Wire frame With black fabric stretched around it (Figure 2.3) These fags come in all 
sizes and are utilized extensively in movie production Flags aee made to be used with 
stands and ино the jointed knuckles of the stand, which allows them to be easily 
and precisely positioned, 


Fure 2.3 Tiis ag sben usett hude he camera T ar 


Reflectors and lags can be universally applied in all lighting scenasios—out- 
doors instudio, and with all kinds of available light. The remaining lighting equip- 
ment that we'l cover is utilized with ectroni flash lighting Flash is usually the 

ishning of choice for people photography because it produces a lot of light with very 
ile heat, This cool lighting is much more comfortable for the subject, and its use 
minimizes perspiration and makeup problems. A number of specialized reflectors and 
diffusion systems, as well as different flash heads for on-camera and off-camera appli- 
cations, are available. 

Besides the usual polished reflectors, the most common Hash lighting accessory 
is the umbrella (Figure 24). The umbrella i just that, an umbrella with an inner sur 
face that is lined with reflective material, А flash head is commonly made to accept the 
tod-end of the umbrella so that И aims ito the parabolic reflector dish made by the 
open umbrella, Umbrellas usually have a removable black backing that controls any 

ight spilling through the back. By removing the black backing, you can shoot through 
the translucent umbrella and use it as a light diffuser rather than a selector 

The softbox is another common fash lighting controle (Figure 2.5) The flash 
head shines into ane end ol chis tont ke enclosures the inner surfaces are reflective, and 
the other end opens to а diffuser panel. The койЬох acts as a portable window light 
and creates a nice, soft light source that is especially useful with portrait photography. 


There are many specialized lighting units that incorporate unique reflectors, but 
perhaps the most exotic light used to photograph people is the ring light (Figure 2.6). 
This light is most commonly an electronic fash in the shape of a ring that can be fitted 
around the lens. Ir is used to create a unique light that manages to preserve some sense 
of sculptural modeling while eliminating shadows, We will see some examples ofits 
use in the following pages, 


Figure ga nec aa ee he 
(enn cette md end n dh he y ig the 
cane arar 


A radio slave is an absolute must have accessory for the distal photographer 
Working with studio flash lighting (Figure 2.7) Isa radio-emote that consists of 


ıa transmitter and a receive har can trigger а lash unit without directly connect- 


ing the camera to lash through a sync cable. Although modern flash units pose less 
of a problem than older units, 


he high voltage of most studio fash equipment will 
degrade the sensitive electronics inside а digital camera with repeated flashes through 
the syne contacts on the camera. The radio slave separates he camera from the flash. 
sence, and the signal 


neratd by the radio transmitter is Very low power; therefore, 
repeated ashes are no longer destructive. 


Basic Portrait Lighting 


Two basic Банг qualities are applied o most portrait photography. Light, as шей in 
photography, is normally thought of in terms of softness or hardness, qualities that 
relate to the character of the shadows created by the light. A large diffused-lighe 
source will have a sofr shadow. A small, directional light source will have a hard 


shadow. The art of lighting s involved wich the creative manipulation af these two 


maa 


To addition to the hard or soft nature of light, the direction ofthe light hitting 
‘the subject is important. We will examine the basic elements of portrait lighting. 
With the assistance of Erin Manning, talented photographer who is normally found 
оо the other side of the camera. Each af the following example will how a lighting 
diagram as an overhead schematic, along with he resulting image, Each lighting style 
in presented in its most basic form and alo in more enhanced versions with additional 


Ев and reflectors. 
Beauty or glamour lighting usally places the light source centered on the 
planes ol the face directly above the camera and evenly lighting the face (Figure 2.8) 
Sometimes called butterfly lighting alter the shapes of the highlights on che face, this 
even light is considered he most flattering for women. The essential element af this 
style of lighting is chat the light source is oriented in line with the center of the face 
regardless of the direction the subject is looking (Figure 2.9. Most of ће time beauty 
ight utilizes a large Не НЫ source such as a softbox or umbrella. 
Iis common to use a reflector, placed in front of the subject just out of frame, to 

Al rhe shadows under the chin and nose This reflector, which is sometimes referred 
to as a nose light, also helps smooth skin texture and wrinkles, Figure 2.10 shows what 


the subject sees; the white card reflector here is clamped in a low C-stand directly 
blow rhe softbox and angled m bounce light hack up ar the subject. The result gives a 
softer, more open look (Figure 2.11). 
Do nor underestimate the effectiveness of a single light source with a simple 
teflector for il, This shot of Noclle was accomplished with a single umbrella beauty 
igh with a white reflector disk on her lap (Figure 2.12). Notice how she has turned 


just slightly to her right—this places a shadow along the nose giving И а lirle more 
dimen 
iting. 

Next you might want to add a hair light above and directly behind the subject, 
(Figure 2.13). Many lighting manuals simply suggest using a flash head with reflec- 
tor; however, using another soft light source will spread the highlight into the hair 
and present hot sparkles. This is especially important o keep Bond hair from look 
ing dirty. Ir is best if you can place this hair light close to che subject, so 1 recommend 
using а softbox rather than an umbrella. (Lind an umbrella more suitable for the 


пъ Slight changes in position can have а subtle but important impact on the 


front light.) The result places attractive highlights along the shoulders as well as hair 
hs helps ro separate he subject froma the background and creates a nice dimensional 
effect (Figure 2-14). 


‘Shoot Card 


Focal craton purposes, t's aways a god ideato take a shot with a neutral gray card 
youve something touse 1o white balance. regal important to make sare hat your 
light sources ae balanced. THis means that you use the same color-temperature и heads 

{or oras and test forconsistent clr when sing any ight medir suchas umbrelas or. 


не Ни don't have o ge too raned away with На, ust be aware that you are using 
‘wa umbrellas and one fhe much yelower han tee other, the olar of the ight wil nt 
man 


Regardless ot any colo matching ou should aways white balance othe main light You 
‘ana use he art ие exposure. e the Robin Myers ня Gray Card, which hasa 
documented brightness of AGB = 15, 160, 160in Adobe RGB. When Fim shooting me, Lam or. 
3468 = 15,155,155 When Tm shooting momen, im er Ий = 170, 7,7, але that 
‘shots of women almost anys ——— jasta Itte, п тоя ae by 
ith tap 
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‘Beauty Light Variations for Dark Skinned Subjects 


Normally, with fi-skinned subjects, try to avoid haying shiny highlights on the 
skin. Shadows formed by the natural fall-off of th light delineate the shape of the face 
and details of the features, Makeup is "powdered" to eliminate moisture that erates 
hot reflections because the skin is already light and more shadow is needed. 

The opposite is desirable with darker complexions, Baby oil is sometimes 
applied to create extra moisture for hotter highlights. Very dark skin benefits from 
light sources placed near the axis of the lens to maximize reflections off the mois- 
ture in the skin, The beautiful woman in this portrait by Ken Chernus has a well- 
developed "shine" (Figure 2.15), Ken has placed additional lights at the sides just to 
the rear of the subject. This creates additional highlights thar lighten the skin with- 
out changing the overall impression of a beautiful "chocolae-toned" complexion. 
You can count the number of light sources in the reflections in the apple. Ken placed 
the main light just above the lens wich a large umbrella ВП ight directly behind the 
camera. АЙ this on-axis light forma nice reflected highlights on Ње young woman's 


face (Figure 2.16). 
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This extea “skin shine" effect can work wonders for body shots as well 
(Figure 2.17) This “Tarzan Torso” unilizes almost the sume lighting setup (Figure 2.18). 
Strong rim lighting is achieved with umbrellas placed to the right and left sear. Black 
cals flag this rar lighe rom the lens, and a sh in a big dish selector right over the 
camera provides the front light. The model was sprayed with water right before 


the shot to giye the illusion of swear and help shine up the highlights on rhe muscles. 
In this case, he shot is deliberately underexposed to put more distance between the 


highlights and the average skin tane, effectively increasing the contrast and sense ol 


dimension. 
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Rembrandt lighting is a classic style u lighting named after the famous Dutch master 
The main ight is olf ш the side, creating a distinctive triangle highlight on the shadow- 
side check (Figure 2.19). More commonly used or men, this lighting emphasizes shape 
and teure. The resule is often more dramatic and dimensional (Figure 2.20, 

The liec is softened considerably wich the addition of a ll card and hair light 
(Figure 
light reflecting off the fil card (Figure 
subject, the shadow side сап be opened up even more 10 mimic the open quality of 


31). The direccion of light îs preserved, bur the harsh shadows are бей with 
2) you move the fll card very close ro the 


beauty lighe, 


rapida 


Another interesting variation of this lighting technique is something 1 сай 
Bevers-Rembrandt." Here he shadow and highlight areas are reversed. The main 
light is a ltl ote and occupies the area normally held by rhe shadow. The БИ light 
is now the main lighe with the filled shadow falling across most of he face, erating 


25), To create this 


э darker triangle shape in the highlighted Бай of the face (Figure 
effect, bring your main light around more to the side so that the far side of the face 
is completely in shade, Use а larger reflector card or another light to iin the main 
planes of the face (Figure 2.26), The main light is now an accent. You should increase 
‘the intensity, but be careful wo that it doesn't hlast o white, The shadow side is filled 
With enough ight o bring the exposure ro ideal for the skin 
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Rembrandt lighting lends isl strong dramatic effects. Instead of hing 
the harshness of unfild shadows, Aston Rapoport emphasizes chem by using a small, 
focused Fresnel spotlight in this dramatic portato a hase (Figure 2.271 The lighe 
is bigh and ro the side ro emulate the ook of a bare bulb fixture n the gym. No БО 
was used, allowing the shadows to go inky black. The harsh direc light brings our 


the texture and atthe same tin 


reflects strongly of the moisture of baby-oiled ski 


which helps o gen the dark complexion and increase the contrast, Very simple, 
one-source lighting is used to grear effect in this powerful portrait 


ing the subject where the face can he 


evenly ilu ing in an open door 


way facing ош it ide of the 


building, and all che lumina Ming a lar 


One of the problems with all his natural igh i hat frequently it is too intense. 
dor comfort. Subjects frequently squint at the bright light, especially if you ше white 
ll card. To remedy the situation, have the subjects close their eyes and open them 
ому at the moment ol exposure. Another subtle problem has ro dn with catch lights 
in the eyes, The extrchroad expanse of sky creates a great soft light, but the spectral 
highlights in the eye (che catch lights) аге diffused so that the effec is a less-lively 
glazed look. Notice how simply adding some bright catch lights livens up the eyes 
(Figure 2.31) and enlarging the pupils during retouch makes her appear friendlier 


porr—————— 


Years ago, a university psychology study examined people's responses to pho- 
tos of other people, Tese subjects were shown two ses of photos. In ine set of pho- 
tos, Ње eyes had been retouched 10 have larger pupils, That was the only difference 
between the ses The subjects consistently reported that he people with larger pupils 
seemed 10 be warmer and friendlier, even though they were not aware ul the difference 


П 


between the shots, For this reason, I aften enlarge the pupils if Lam retouching the 
eyes. You can see the dilference in Figure 2.31 


Notez Grigio nb een terete ofthe senos ect 
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acy but piace the Pup layer beneath te Cach gtts bayer 


Notice how the retouched version af this shot (Figure 2.32} has so much more 
Me and sparkle in the eyes. When your lighting does create nice catch lights, retouch 
them. Don't be to 


heavy handed with the technique, and it will go long way 10 


On:Camera Flash 


Although photographers like to avoid it, there are times when we have to use an- 
camera flash, The small lighe source attached to the camera right above the lens does 
not have the most flattering quality (Figure 2.33). Irs haad to avoid the “deer in the 
headlights” look with this kind of palice mugshot lighting. 

‘Anything you can da а broaden and soften the light source will make an 
improvement. A number of bounce reflector gadgets are available for the small, hor 
shoe camera lashes These lights are often set up with swiveling heads ө facilitate 
bouncing Ве light. You can make your own bounce reflector from a piece of white 
cardboard as shown here [Figure 2.34). In a pinch, you can even tape a small business 
sand to the flash, 


Toon 
Oria attend els y 
Пн ss sed donne 
cn earn gd 


әз 


e 


The bounce reflector moves the light farther away from the lens and spreads 
it to soften the light considerably. This becomes, in effect, a small beauty light setup. 
You can ger very nice lighting without giving up the partability that an on-camera 
ash affords (Figure 2.35) 

“The catch lights are stil likely to be small and positioned in the middle of the 
pupils, so you might consider touching то put some sparkle in the eyes (Figure 2.36). 
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Even the lighting from а tiny point-and-shoot camera with а built-in ash can 
be umpeoved with a le таре nd some facial issue (Figure 2.37). This setup can help 
уоп get десен lighting foe those happy snap at parties (Figure 2.38). Although this 
type ol lighting won't win any awards, vou will still generare a more natural effet 
and speead the light around о it bounces ой walls to give a ule more satura fil 
The ussue over the tiny fash wll soak up some ofthe ient, so you may have to 


use а itle higher ISO setting to shoor at any distance from your завеса 
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Breaking the Rules 


So far we've been looking at the standard formulas f 
times the 


le the rules, An unusual face dese 

we can see in this portrait of Miche Karman (Fig 
Helmut Ne 

tographer” pins. This image was сар 


light coming through ano 
subject (Figure 240). Th 


the ordinary approaches. Remember hat rules are mean 


Advanced Lighting Techniques 


Once you've mastered the basics, ice time to start exploring alternatives, Photographers 


havea lot of fun creating complex artificial lighting effects, often using specialized 


equipment, Sometimes this requires lots of lights in different combinations of hardness 
and softness with different lighting directions. Sometimes, as youll see, one simple 
light all that is needed. Lighting for people photography is typically not as вош 
as product o stil life photography, but it can become surprisingly complex when 
you're trying to re-create an enhanced natural ihr effect. 


Ring Light 


One easy way to get a different look на use а ring ight A erue ring light, sch asthe 
one in Figure в, has a unique look, Figure 2.41 (by Ken Chernus) and Figure 2.42 
(by Aaron Rapoport) demonstrate the classic ring light effect, There is a distinctive 
halo shadow all around the figure when the background is nor too distan. The light 
ills everything evenly, but the edges darken slightly as the light wraps to the ear, 
creating a subtle modeling or thre-dimensional effect. As а resul, there is во shadow 


under Ве chin, Бы the chin edge is still strongly defined. 
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Ring ight lends itself to а high-contrast altered look, as you can se in the next 
shot by Aaron Rapaport (Figure 243) In this shot, Aaron deliberately overexposed 
and pushed rhe contrast to render the young Woman's skin pure white. The edge 
darkening effect of the ring light lends a kind of Шаме effect and enhances the 
oth look. A side effect is that the light carries nicely into the room behind her. The 


sing light is truly а one-light wonder 


In yet another application of the ring light, Aston Rapoport photographed this 
somber group outdoors in broad daylight. By using а powerful source and a shorter 
shutter speed, he overpowered the daylight (Figure 2.44). The natural falloff of the 
light, as it reaches the figures in the back, creates the "group emerging from the dark- 
ness” elect seen here, 

Many photographers fc like hey are cheating when they use ring light because 
its o easy to create something cool by wing it, The examples shown here prove that 
ring light can be used in lots of dire ways without looking tno obvious, 
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Combination Lighting: Daylight Plus Flash 


sine daylight and dash light to create interest 
ing altered effects rather than simply fll the shadows inherent with daylight lighting, 
This usually means that Hash lighting willbe the dominant source, with daylight act 
ing as fll ох accent, Figure 240 gave you а glimpse of this technique. Here is another 
more complex example by Aaron Rapoport (Figure 245) The wide-angle lens and 
stark arrangement of faces combine with multiple light sources and strong shadows to 
emphasize the tension in this scene. Thee is no attempt at realiam here. Although the 
scene clearly takes place in daylight, the artificial flash lighting reflects the emotional 
sate ol the recruit in the center of the fame, Aaron ized direct flash heads in small 
reflectors to create the high-contrase lighting (Figure 2.46). 


The classic approach to combining ash with daylight is commonly called 


fash il lighting. In this style of lighting, daylight is the dominant light source and 
lah is used to fil he shadows. Another image by Aaron Rapoport, this shot of a 
young soccer player uses flash Ál lighting, bur the key ight is really the flash right 
above the lens (Figure 2.47), The very strong daylight is directly behind the subject, 
This would ordinarily place him completely in the shade and open sky light would 
be very soft with low contrast By lighting the subject wich a direct flash, Aaron has 


created much higher edge contrast and added catch light sparkle а the boy's eyes 
(Figure 248) 
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Controlling Natural Light 


Natural light сап be the most beautiful light available, but e often poses many prob- 


lems when you want a subjecr-laering effect—especially И you are trying to preserve 
natural lok. There is always one light source wich natural light the sun- When you 
arent trying to create a stylized, altered look, photos taken under natural igh condi- 
tions should look as if there is only one light Source. Any lighting should he invisible. 


Sometimes this s easily achieved, bur som 


One ul Anthony Nes' specialties is photographing kids for adverts 
stock, He typically ize head, eves illumination because kids done stand still for 
very long, and be likes to make sure they have a large area to move around in and 
sul be in the ideal ligh In this adorable portrait of three itl girls, the lighting is 
extremely simple (Figure 2.51) They are outdoors ia a broad area of open shade look 
ing up at the photographer. The open sky is directly behind the camera, and the only 
additional lighting is a large, white reflector board positioned just our of frame, cam- 
a left (Figure 2.52). This reflector is the eightst hing in the vicinity of the gis, зо 
ie actually cts more like a sofe light source, providing a gentle direction for the light 
as well as the от catch light in the girls eyes, 


H 


Ал assistant holds the reflector board. Ifthe kids move, itis easy ro follow them 
around because the overall sky lighting is s0 even from spot to spot. In these situs 
tions, Anthony shoots hand-held so he can move wich the kids, 

Ken Chernus is another master of natural light control. He shoots lifestyle stack 
imagery in various locations, Sometimes he can be very lucky. In this sbor of the man 
at the beach (Figure 2.53), there is no additional lighting. This kind of lack has to he 
planned. In this case, timing was everyting. Right after the sun dips below the hori- 
son after sunset, light takes on a special quality photographers like to call magi light. 
"This period ol time after sunset is sometimes енто to as the magi hour, It can offer 
many opportunities, depending on the weather. This particular shot benefited from 
ıa soft haze that covered the area and provided a natural diffusion for the bright sky. 
The light sand was a natural source for bounce ВИ light АП Ken had to do was posi- 
tion the subject, point his camera, and shoot. All the elements of the scene were within 
the dynamic range capabilities o his Canon digital camera. 
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For the next shot, Ken had to make his own luck (Figure 2.54). Shooting in 
the back yard in the middle of the day îs a far ery from magic light, He created a soft 
igh effect using a translucent silk serin to diffuse the harsh sun. 
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“The serim docs t completely cover the subjects; however, Ken pulled the ll 
away fom the frame at the hack edge o allow a small shaft of dizer sun o hie the 
il righ shoulder, This pur a splash of hot white gh ag behind the Mowers to. 
provide alle contrast and create the effect of sunlight fleeting through the leaves 
A whine card, jast out of frame to the eight, provided ВИ rom the frost. The overall 
effect is quite natural, bot it took a bie of rigging o get the light m work (Figure 2.33). 
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‘Shooting in direct sun is usually a recipe fo harsh shadows, In this case, Ken 
hemos carefully id the shadows by using white reflector boards (Figure 2.58), The 
subject is facing the late afternoon sun. Ken place а large white board on the ground 


in front of the guitar player and another white hoard behind him, just out of frame to 


the left (Figure 2.59), Situations such as this сай for close anti vo lighting ratios. 
The huge dynamic range of natural light can be completely tamed only through light- 
ing control. Take а reading of the highlight and shadow in the subject and reduce 
the difference by fling the shadows so the two values are within four Estos of each 
other. This image shows a highlight (Lab) L value of 85 on the man's forehead. The 
shadow side of his face shows an L value of 53, which i a difference of 32.0 3.2 EV. 
In the field, of course, ya have to rely on а good light meter o get EV readings 
directly. Move reflector cards closer ое farther away о get the desired ratios, 
‘Well-placed reflectors are mandatory with direct sun, but they are sometimes 
slo necessary with soft overcast lighting, This inal Бок from Ken Chornus was taken 
he same magic hour light as Figure 2.53 but a small ВП card was still needed 
fill the subject's face (Figure 2.60). The majority of the soft skylight is coming rom 
the woman's left rear. The position of her head causes her hai o block the ight from 


dur 


her face. The ill card redirect 
light look (Figure 261) 


the light hack into her face to provide the even beauty- 


Figure 2.56 ehh ee nasty ence 
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Action Stopping Lighting 


The same lighting scheme was used or the next иж. This time dhe fas light- 


oae the water splashing off the figure as she emerged from the poo Figure 2.64). 
The rigging for this setup Was much mare complicated because everything was done in 


the backyard of the photo shoot's art directo. 


The following production sills show the elaborate rigging of sftboses, flags, 


and reflectors that went int the producto 
+ Thee 


shoes were positioned at the rea of one end ofthe pool, and black 


plastic was laid ino the pool and held down with sand Page ro create a black 


bottom (Figure 2.65). 


=. A black foamcore card was placed to shade the camera [rom the top чобы, 
= To lack the side sofboxes from the camera, black cloth flags were cantilevered 
over Ве water on the ends of C-stand arms (Figures 2,66 and 3.67) 


My assistant, Kent Jones, took meter readings from the subject position то hal 
ance the light intensity (Figure 2.68 


The rigging: 


ok all day, bur by sua! we were ready to sho 


In Figure 2.69, 
directly behind che camera used for the 
front fill lighting. This large source helped to light 


yon can se the four Ocrudome sath 


p the water droplets even though 
most of the light came fom the 


bones at the rear. The rear lights provided the soft 


тип effect on the qure thar enhances the deamati nighetime feeling (Figure 2.70) 


Experimenting with Light 


hor as caprued, You can enhance things that are already there, brighten shadow 


core color, and so forth, but rhe hardness or softness ol the actual light and che 


to get the lighe right when you captare Pay attention по lighting ratios so you won't 


Playing with light в ultimately much more rewarding than playing with 


Photoshop filers. The immediate gratification with the instant review capabilities of 
digital capture make it easier than ever 10 experiment w light on the shoot. Tey 


ove, Sometimes the best lighting is the kind that 


breaks all the rules, For example, Figure 2.71 has hard shadows and a splash of red 


olor. Most of the image is in deep shadow with just the bares hint of white light 


You don't necessarily have to color lance o the light source, Shan with a 
daylight давай color temperature in tungsten ight oc choose tungsten color tempera- 


rur for lash or daylight, as was dane 


he chapter opener image. When you are 
an asigament, you'll need ta get the expected shot о satisfy а client; however i 


- 


.. 


‘one light. Make some time to play with light, so you сап discover really col effects 
(Figure 2.72) that go beyond the push burton, CG tlf chat is so popular today 
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The latest digital cameras have incredible low light capabilities you can often 
set great results at upward of ISO 3200. I rook advantage of my Canon SD mark I's 
high 180 to produce this Film Noir image (Figure 2.73, Here the key light comes. 
rom а match! The only other light on the man is coming from the top rar, a focused 
spot that provides che rim light on him and lights the table. АП other lighting it bal 


anced to the low-level intensity of the match. The image is actually a compost of rwo 
different shots to suggest the smokey interior of a night club. 
Creative application of unusual light sources can often create spectacular light- 
ing effects, One technique that Гуе been exploring uses a flashlight to "paint" light 
74). To make 


this work, the subject must remain motionless. In this shot, rhe model is ying on a 


onto the subject by moving the ight during a long exposure Figure 


black cloth ов the inar. The camera is clamped toa ladder high above her. The shor is 
the result f several different exposures blended rogther in Photoshop И was actually 
fairly easy for the model о stay still, and slight movements were not an sue because 


lighting was buil up а isolated sections: the hair was done in one second expo- 
sure, the face in another, and the arms took rwo other exposures The overall effect 
ia very illustrative, Mare information on this technique is available on che website 


The Color of Skin 


Most people will say they want "accurate" 
color, but what they prefer (and what clients 
buy) is “pretty” color—not wild surrealism, 
but usually some departure from reality. In 
reality, the color of skin is quite varied but 
viewers tend to accept a much narrower. 
range of color as "natural" in reproduction. 
This is where color control becomes 
important. 

You cannot fully explore color without 
first dealing with value—the lightness! 
darkness structure of an image. Establishing 
an appropriate value range from black to 
white is an important first step in any color 
correction process because without light and 
dark you don't really have a recognizable 


image. 
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White Points, Black Points, and Places In-Between 


By far, the biggest problem tha di 
you've been photographing traditionally for any number of years, you've most likely 


tal photographers face is getting the color right, I 


learned how ta expose images properly and you've assembled а collection of lighting 


‘wicks that have served you well Before digital capture became practical though, you 

never really had to take much responsibility fa your color rendering beyond choosing 
fh, Bf you shot negative fl, 

yon сом leave everything up to the lab, Even И you shot transparencies, the lab was 


the right fil emulsion for the color temperature of the 


mostly responsible far delivering credible color based on what the ilm manufacturer 


created wich a basch of film. 


Nowadays, that's not quite the case, Even if you have all your printing done 


ata lab, you still most assume at least part of the esponsibility for the exact render- 
ing of the color in the digital file. Most phon 


in color calibration or colar management, This is constent with a traditional fim 


орет approach this as a problem. 


sting approsch—you get a new batch of emulsion and you test it by taking photos 
through diferent colored CC ters: 025Y, SM, SA, and so forth, The idea is to find 
the particular Маз of a certain emulsion and compensate for а. The concept behind 

digital colar management is similar, although t's а Ба more complex, The problem is 


that, with lm, the basi tonallcolor rendering is xed at manufacture. The photogea- 

her hand, 

is much more malleable, Hue, saturation, and value rendering can he manipulated to 
extremes, This kind of сомго in scary for th 

safety valve of fixed rendering по longer present. The color can be anything you 
Want it to be. so what do you want it to be? 

Many digital photographers attempt to replace that safety valve with a rigorous 


Perla has only minor influence on the color rendering. Digital, on t 


traditional photographer because the 


Coloröyne color management system. Ву shooting targets af color patches and using 
software to build detailed color description tag for digital files, the idea is 


color that is accurate to the original scene. Debates about exactly how todo this are 


КС 
Digital Imaging Basics, Workllow, and Calibration." There are many other m 


Joe creating accurate color. For some commercial photographers, this "accurate color" 


‘may be all they need because all creative color decisions will he made later on in d 


post-production phase of a project. 


Colorsyne 


orci the underpinning fd ай transforms in ot pou cannot escape t An 
ICC o ICHA preis component lolo stem adopte by the Internationa Cle 
опт, а group that includes Microsoft, рде, Abe, nd just about ali unfer 
tolor equipment, де Kite and Epson. Any time you use or bulda profe, you are ing 

А 


Unfortunately, accurate color is often boring colo. For many people, as pro- 
fessional photographer Jeff Schewe likes to say, “Reality sucks.” We are conditioned. 
to expect an idealized Hollywood version of color ín photos, This is not necessarily 
supersaturated Kodachrone Velia color, but usually i is a departure from strict 
accuracy 


Zone System: Contrast and Tone 


Ansel Adams, one of he most famous phorographer of all time, began publishing hs 
technical ему on photography in 1948, Unsil this time, technical information about 
photograph 


il of log scales and exposure tables was useable only by engineers 
and chemists. Anse simplified all af this into а system of identifying and controlling 
10 dise tones thar he labeled using Roman numerals 1 rhrough X—he called this 
the Zone System. 

When you mention the Zone System, certain people break our i a sweat, Most 
old timers, ie myself, associate е Zone System with tedious technical exercises and 
tests, and it's all so dry. Байат we leave al thar behind in high school science labs 
Bear with me here The following discusion в fairly technical bat promise ro reae 
tis t color correction for people photography in a minut 

Photoshop has a wealth of mols for manipulating calars however, helare you 
сав begin o fis color problems, you should understand what we are trying to achieve 
in producing a twodimensionalrpresenatiun of reality on а printed piece of paper. 
The real challenge in reproduction is how you compress the vase dynamic range of 
visual reality ito che limited range of sl oa white paper. И you simply map all che 

y 


Typically, photographers try 10 compress tones at the highlights and shadows and 


tones inward în а linear fashion, vou will end up with an image har Looks very в 


separate tones in the mideange о create something thar approximates how the human 
visual system treats local contrast in areas of interes. 


The typical human observer can see approximately 100 ө 150 tones, or steps 


of value change, simultaneously. This в one of rhe reasons that 256 steps of tuae in 
эп Sir grayscale image are more than enough tw create the impression of continuous 
tone, Ansel Adams created the Zone System of 10 steps as а way to simplify the clas- 


sification of observable 


ones for reproduction purposes, and we can use this system 
today wich even more precision, 

Table 3.1 gives the Kit values for zones of 10 percent value change in Adobe 
RGB color space In this table, L is lightness (the L in Lab, 0 îs black, and 100 is 
white. Figure 3.1 demonstrates these values visually. 
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- You can se that there are actually 11 zones in this digital xone seale. This is 


necessary in onder to place Zone V at the midpoint ( 


50 in Lab) mathematically. The 
traditional Zone System uses Zone Tas black but the basic idea is the same. 


Differentiating Values in Print 


las tamy ifta predict each ow weli vales vil diferent np The com 
Pay graghicshows a series o step wedges hat die a gray ramp frm bbc o vito 
progres smaller "steps The red arrow defe the midpoint. The wider- spaced нд. 
marks show ius for the 1 steps of the igital Zone System. The 2 steps of gray above 
hatare one-half zone steps. The arm раке ti marks show the divison points ofthe 

"40 gray steps directly below the marts. Beneath the 40 steps, there asta from 
Май to white, and beneath that there Бавозериата. 


Can you see the ‘pin the 6 tp amp? These steps are represented by a change of fre 
Jevels in AGB билсе ие that you will be able to see fner steps n values ger hun idle 
тар and you wil havea hard ime seeing steps below Zone Nin even the 40-step ramp. This 
Same fle printed on an Epson R200 with Enhanced Matte paper shows clear value changes in 
the 6 tp ramp down through Zone L 


With ае effort, most people can clearly sce a difference in one-half zone 
of value change in shadow values, Zone 0 through Zone П (roughly 15 RGB levels 

between values if tones are right next to each other, I becomes harder to see finer dif 
ferences in shadow values darker chan Zone 1. This impact how you might approach 
Kontrast and brightness correction in an image. This has to do with the way the 


human visual system focuses on changes in value at che midrange over either extreme. 


Visually, the change fom Zone V to Zone VI seems more noticeable than the change 
from Zone Ito Zone I 


Neutral Color: Using Balanced Numbers 


Being able w see differences in five levels between steps of tone near neutral does 
ot mean that humans are particularly good judges of neutrality. This poses certain 
problems when we ty to adjust colors visually. The human visual system adjusts 
dynamically o he color temperature af a given ligh source. This gives us the ability 
to evaluate colors independently from the color of the light illuminating those colors, 
This is called color constancy Basically, it means that white oks white even i's 
illuminated by yellow tungsten lighting, 

"The downside ofthis phenomenon is that the longer we lok at som 


that it close ro neural the more neutral и starts o lock —we tend to compensate 


foc calor casts. Sometimes we can aee that there i some kind of color сам, bur we 


may not know precisely what ro do to correct for it if we must rely only on our 


‘This is where numbers come to the rescue. The 

toot can help 

neutralize high 

wl fall imo place. In an RC 

equal RGB values (R=G=B) 
Look at Figure 3.2. Medium gray, white, and black squares are stacked ino 

each other This image has masimum local contrast and maximum neutral 


Into panel and the Eyedropper 
mendously when you are evaluating and correcting colors, I you can 


us, shadows, and midtones thar should be neutral, all ather colors 


image, a neural gray color is always represemned by 


бею 


9 
mean mese 
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Now шеп the page and check out this image again, in Figure 3,3, 


fuels 
reet 


You may, or may not, have noticed that the squares have silted somewhat and 
that now they are, in fat, more neutral (or at least а lightly differen hue). Did you 
notice that the white square is brighter? How about the black square? Without some- 
“Ма to compare them to, the previous squares looked пешай, Yet, if you measure the 
numbers for the gray, white, and black squares, you could clearly evaluate the color. 
сач in the previous image, as the number for Figure 32 (мей а Table 3.2) show, 
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The lesson here is to avoid placing too much trust in your eyes when you're 
making critical color judgments. You should keep the Jato pane visible and ger n the 
alit of check 

“The discolored band running through the middle of the squares in Figure 3.4 


he numbers 


shows the tones of the original squares next to the neural values of the current image. 
‘When the tones are next o each other, you can easily see how far from white and 
пее gray they are, In order to bare maximum range in your prints, you must be 
careful un set white and black points appropriately. Ina more complicated image, the 
Whine and Hack points might nor be so obvious. Always check the numbers and adjust 
so that neutral vales are all equal in the RGB channels. 
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When choosing values for white and Mack points in an image, be aware of the 
textual limits yon may want ro enforce, The traditional Zone System sers Zone Ш as 
the darkest value that will show texture and Zone УШ as the lightese textured value. 
The digital Zone System places thse limits in Adobe RGB at level of 51 for dark 
and 197 for white. Absolute black should still be placed at 0, and spectral highlights 
10255. These rules are not нов clad, and stretching the range from 
ıa dark value of 15 ш а light value of 245 could be more appropriate in many eases. 
Many of Ansel Adams early prints look rather dark and somber because of a rather 
rigid insistence on textured high values of Zone УШ. Later in his career, he let tones 


should still com 


go all the way to Zone X or paper white, and these prints have a lot more life in them. 
Color images have other challenges besides setting white and Mack points; 
however, 


is interesting to nore that as а tone approaches black or white, i gets more 


neutral numerically RGB). A very dark shadow in a region of green will always 
measure more neutral as it gets darker. By neutralizing shadows and highlights, you 


frequently can eliminate color casts automatically. show you a practical application 


of setting white and black points in color correction in the following pages 


Curves: The Basic Color and Tone Tool 


The primary tool for calor and tone manipulation in Photoshop is the Curves adjust- 
тем. You open the Curves dialog by choosing Image > Adjustment > Curves, You 
can apply t 

эп adjustment layer, This allows for nondestructive changes and more flexibility dur- 


adjustment dirty to the image, but it is almost always better to use 


ing the editing process To create а Curves adjustment layer, ick the Curves icon in 
the Adjustments panel or click the Adjustment Layer icon at the bottom of the Layers 
panel and select Curves feom the resulting menu (Figure 3.5). 
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"The Curves adjustment (Figure 3.6) is an xy plot of input to output values 
input values plo along ве bottom and output values plor along the left edge, The 
diagonal line represents the relationship between input and output. This perfect diago- 
al means that there is no change (thar is, x equals y), and output values are the same 
за input values. The gradient along the bottom and the left edge indicates the progres- 
Sion of values (rom light to dark as they are mapped to the line. 


аве ا‎ 


Figures ecos anno Be tes in 


The default arrangement ofthis gradient for RGB fles represents “light” values 

progressing from black (во light ar the left a white [asinum ligh] at the right 

CMYK fles default o she opposite with white [representing paper at the left and black 
à maximum ink density) at the sigh. This сап be changed by selecting 

Curves Display Options from the Adjustments panel options Iyaway ar the upper right 

of the panel, We will use the RGB default arrangement (lack at the left за this book. 

"You can choose a finer grid by Option/Altschcking the grid o t 
fine and coses views. The aput and output values far any point hat the cursor is 


(represen 


‘over will be shown below the curve, 
“The Channel drop-down at zhe tap of the panel allows you to affect all chan- 

nds or individual channels depending on what you select. 1 will confine myself here to 
curve so T will only look at the com- 


posite (RGB) channel, 


Contrast Control 


I: The Basic Curve Shapes 


Inthe next few figures, several different curve are applied 10 a black-and-white 
image, and a 10-step anne scale ie placed at the bortom u the curve in each to help 
you visualize the different effects of various curve shapes. The sight diagonal line 
in Figure 37 provides an undistorted linear ray zone scale—there is па change in 


Click and drag the endpoints inward along the edge af the grid and you will 
lip the light and dark ends of the scale, This results in more contra 


from Mack to white happens more rapidly (Figure 3.8). You can see the Zone IX 
value has merged with the Zone X value. The same thing has happened at the other 
end ofthe scale, The midrone values have more separation, a more obvious change 
rom one value to the next. The mare vertical the line, the more contras you will 


have. When your image has па tones below Zone Ш or above Zane УШ, you can 


greatly expand the range by forcing the Zone Ш value ro Zone 1 and the Zane УШ. 
value to Zone X, ma 


ing the darkest point in the image to black and the lightest 


point to white, 
To achieve the apposite effect, click and drag the endpoints in he other direc- 
tion, down and up along the right and left edges of the ged. White and Mack are 
suppressed to light gray and dark gray. The whole scale becomes grayer with less 
noticeable change from one tone to the next, Here you can se that the more horizon- 
val the lini, the less contrast there will be (Figure 3.9). This is one reason images 


With less contrast are called flat, This compresio or expansion of tones how we 


manipulate the color and contrast of our images, 
So far, we've only looked at straight line “shapes” for the curve. Things get 
more interesting when you place extra point on the curve, 


€ 


Figure 30 shows the clau S-curve that is considered а contrast enhancing 
даре. By leaving the endpoints alone and placing two additional points on the curve, 
you can twist the семе porcion f che ле (highlighted in pink} into a steeper incline 


and increase Ње contrast in the midrones You can see this ейест quire prominently in 


the zone scale at the bottom, 


We've avoided clipping the highlights and shadows, bur by adding contrast to the 
middle, we've reduced contrast at the ends I н important o note thar this shape can. 
have a deleterious elf on detail in the shadows and highlights. In other words, there i 

Mont of the time we are more concerned with detail ia the midtanes, but not 
always 

The curve shape in Figure 3.11 shows a lower contrast in the midtones but more 
contrast and separation of tones in the highlights and shadows. Very often, we have 
to adjust curvos 


steepen the line at areas where we want more tonal variation and 
allow other areas with litle inherent detail to comptes 


The curve shape in Figure 312 is characteristic of a rightness-enhancing move 


All ofthe points, save the endpoints, have moved up. The upper alf af the tonal scale 
has compressed, and the lower half has been expanded, The line is steeper in the low 
end and flatter at the high end. Typically, images that are too dark need to have more 
m 


на out in the shadows. The high end of a dark image may be relatively 


ated with tones, so the compresinn of high values won be noticed 


The exact opposite would be true ol light image. If you could get more detail 


and contrast in the high values, you wouldn't care if the few dark tones compressed 


yon would have 


together, И Figure 12 were reversed and all the pois were lowers 

ıa very йи section at the lower part of he line and a steeper section at the top. 
The real power of curves is that you can place points of interest and pos 

tion them precisely to hit desired values and the rest of the values in the image move 

smoothly to accommodate the new values. Keep these curve shapes in mind as you 

work the values in your images. Try to work more st 

ned contrat. 


ness into areas where you 


Keep Saturation in Mind 


Sola weve been looking at monochrome 
‘mages because we've been concentrating on 
“tone and contrast. When we start nduding 
alo, we have to be careful with contrast- 
enhancing cues because they alos aways 
"ncs saturation as wel. I you need to 
increase contrast without increasing satura- 
"on jou can use RGB caves in an atmet 
layer and change the layer blending modeto 
Luminosity, 
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ij 
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Info Panel: Reading Basic Numbers 


Now you need эн up so hat you сап read numbers properly, Select the Eyedropper 

and ser the options in the Tool Options bar to a Sample Size of 11 by 11 Average 

(Figure 3-31 This means the reading given in th 

10 by 11 pixel area under the cursor, minimizing the effect of random noise oa the 

reading. You can use the RGB and CMYK numbers as guides to help you evaluate 
ly You will learn more abour specifie olor numbers later—for 


fo panel will be the average of an 


ow we're just concerned with white, lack, and neutral values, 
Before going any further, you need to look at the Info panel. Make sur the 
Into panel is open (by choosing Window > Info], and then select Panel Options fran 


the drop-down menu (accessed fram the triangle in the upper right of the panel, as in 
Figure 3.13). Set the options as shown, with Бем Color Readout set to Actual Color 
and Second Color Readout set to CMYK, When you move the cursor 

the Info panel will display the numerical values for the color under the cursor, 


yo the image, 
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White/Black Point Correction 


Now thar you have а basic understanding of numbers, tonal values, and curve 
a. The 

fest apprtach you need va master is identifying color values chat need ta be neutral. 

R- 

‘Once you've established the neutral values, any col cast in the image will usually be 


shapes, you can start o develop strategies for dealing with calor correct 


В. You can use points on а curve correction t force these values to be neutral. 


eliminated. Then you can concentrate on the actual colo values or skin, The s 


der of this chapter will deal with color correction of skin tones starting with a simple 
step-by-step tutorial in which black point and white point neutrals are identified and 
‘then ideal skin tone values are forced by using а Curves correccion. 

то work with a photo of my kids, Aaron and Erika (Figure 3-14), Ae 
и des seem like there is а huge prablem wäh this image, bur ler check 


m gois 
fis slane, 
the white and Mack points o be sure, Make sure that the Info panel is open before 
you do anything else. You can place multiple sample posts in the image using th 
Color Sampler tol (ind it under the Eyedropper roll When you do, it will be easy 
o watch the numbers change in more than une point as you modify the col 
adjustment layers. You can make a good guess ar the darkest point in the image—it 
has to bea shadow area—perhaps between the Erika's cheek and Aaron's chest, The 


White point is a bir different. When you pick a white point, you have o look for some- 
thing other than a specular highlight or a reflection. Therefore, the or glint off the 
‘cabinets behind the kids will nor work. Most people would guess that the next light 
est thing would be the white T-shirt showing at Erika's neck. Actually, this is wrong, 


1o0— НУ sot the lightest area and is not even white! Let me show you a little rick to 


help you locate he lightest and darkest points in his image 


Fue Ananda 


‘You can ше temporary Threshold adjustment to locate the lightest and 
darkest point ia the image. With the Color Sample tool still selected, make а new. 
Threshold adjustment layer by clicking the Threshold Adjustment icon panel in the 
Adjustments panel (Figure 315). Move the slider in the Threshold panel to he right o 
set the break point between black and white at a high value—that will locate the light- 
ен points ia the image by turning everything else black, as shown in Figure 3.16. 


Now that you've identified and placed samplers for rhe white and black points 
in the image, you can discard the Threshold adjustment layer and begin color correct- 
ing. Drag the Threshold Adjustment thumbnail to the Trash icon at the bottom of the 
Layers panel or click the Trash icon in the Adjustments panel to discard ir. The Color 
Samplers remain ready fe use—their values appear at the bortom of the Info panel 
and are labeled #1 and #2. When you start making your corrections, there will be two 
columns of numbers for each Color Sampler, as shown in Figure 3.21. The column 
on the left represents the starting values. The column on the right represents the new 
values. Adjust for a black point valne of 15-R, 15-б, 15-B and a white value of 245-R, 
245.6, 245-8, 

Notice he value for the white T-shirt, right now its 190-R, 171-б, 170-8. The 

bti lighter at 201-6, 188-G, 186-8 this is obvious when you place the 

colors next to each other (Figure 3.18. The white Ти looks whiter because it it 
next to much darker colors, This is an important observation. Humans evaluate colors 
in the context in which they are presented. Optical illusions depend on this phenome 
non, and one should always be on guard for misead colo cues. The Threshold adjust: 
‘ment technique fo locating black and white points should be а standard procedure for 
your color correction routine. 


Figure Ted ste len Га, 


Now that you've found the cabinet to be lighter than the T-shirt and you know 
thar the T-shirt should be white you can assume has the cabinets are white as well 
Start your color correction by making the cabinets hit! Create a Curves adjustment 
layer by clicking the Adjustment Layer icon a the bottom of the Layers panel and 
selecting from Не resulting menu. Your strategy for correcting this image will be to 
sex black and white points in each channel and make sure that they аге neutral. Then, 
sample various points for the skin tone and wiggle the curves for each channel so that 
you hit a good recipe of RGB/CMYK numbers far skin tone 


‘Adjusting the Numbers for the Color of Skin. 


‘You'll need he secondary color readout set to CMYK to properly evaluate the color of 
the skin cone, You get only one readout foe the numbered Color Sampler points, and it 
is much harder to evaluate skin color with RGB numbers. (In CMYK, the relationship 
of CMY will be fail consistent but more about that later.) Make sure your Info 


panel has CMYK specified for the secondary color readout, А good skin tone value. 
for a Caucasian wil have the highest values almost equal in magenta and yellow, with 
yellow alle bit higher (more on this later Cyan will be one-fourth to one-third of 
the high value for yellow. The dark and light point numbers will be near neutral in 
images that do not have a color cast even if they аге part of a colored subject. Once 
you start making your corrections, there will be wo columns of numbers for each 
Color Sampler, as shown in Figure 3.21, The column on the et represents the starting 
values, The column o the right represents the new values. 

Start correcting by moving the endpoints in the curve or each channcl—aim. 
fora black of 15,15,15 and white of 245,245,245 (Figure 3.19), Set Mack fest and 
then move ro white You may have о tweak the black endpoints after you work with 
the white—keep an eye on the Info panel. Do not be tempted to move the black point 
all the way to zero because there is no texture in the dark shadow, Anything darker 
iban 15 will collapse ino black when the image prints, Keep the dark point high 
enough that dark values that should be lighter than back will actually print that way 
“This will help to preserve shape in the black sweatshirt, The white cabinets should gn 
to 245 but not higher to leave room for the specular highlight to the etit wil go all 


the way to 255 or paper white, and it should appear brighter 


Notez Rese blckand white paint numbers serveoriya general guide or ROB images tat wil 
ре лу parlers Vales for CUA ofset бодай mgt need tobe even more 
(ana, depending on he magand arts. You can push values oer an hight If 
hist eta at pouvant o preserve in the shadows right 


By setting white and black points, you expanded the range and put some con- 
trast into the midiones however, you still need o address the cole uf the skan, Here 
we are looking for CMYK numbers like those in Figure 3.20; these are within the 


ange for medium skin tone for a Caucasian, 


a 


(—— 


Youll remember I tod yn thar itis much harder ta evaluate skin calor with 
RGE numbers. Here's why. In CMYK, the relationship uf CMY will he fairly cons 
теш: Magenta and Yellow should he roughly equal, with Yellow usually a few poins 
higher bur typically, not more han 10 o 15 units higher Cyan should be about one: 
4 

ав will loo too gay. Of coarse, there are all types of skin tone and even а consid- 


ко one-third of the value for Magenta or Yellows ie 


тоо much higher, the 


erable variety of cure numbers within the same subject. Highlight values will be 
smaller, and shadows will have more cyan relative to sedium skin values, Different 
ethnicities also vary somewhat from these standards (more on this later). Use the 
CMY numbers as guides to indicate how you need to move the curve to correct the 
colar 

Right now 
magenta in most areas of skin) has, the slight geeenish cast, Select the Мис channel, 
lick the finger icon in the Curves Adjustments panel, and click oa Aaron's forehead to 
place a point on the curve in the Blue channel, Keep your cursor on his forehead while 
you use the arrow keys to adjust rhe channel, Start by moving the point up in he Blue 
snl. You can keep an eye ов the RGB and CMYK value while you move the 
point with the arrow keys (Figure 3.21). 


he skin reads a lisle high in yellow (15 to 30 units higher than 


ae HE на 


ie ocre alone e he An ae tes now tei po 
pitt диня на eae 


Remember that once you start making your corrections, there will be rwo 

columns of numbers fr each Color Sampler, a shown in Figure 3.21, The column 

оа the lef represente the starting values, The column on the right represents the new 

values. The RGB and CMYK numbers at the top ofthe panel are аг the location of 

the cursor, The $1 and #2 numbers represent the white and black poin samplers, 
The the san 


strategy for the ocher channels: raise the values for red and blue 
and lower he values for green ший you arrive at the desired values in the Ino panel 
Tey to keep your neutrals (white and black) within a three-point spread. The CMYK 
values for the skin tone should pur yellow within 10 to 15 points of Magenta with 
Суза approximately one-fourth 10 one-third of the vals for Yellow. Remember that 
to reduce cyan, you add red, To reduce yellow, add blue. To add magenta, seduce 
reen. Tey to keep your cursor in the image and use he arrow keys to move your 


points on he curve. Figure 322 shows the final color balance, 


Once you get he values for skin to where you want them, you will probably 
have a reedit the values for the black and white points Feel free to place additional 
points, by licking on the curve near the endpoints a weak the Jow and high values 
imta shape without pushing the skin values around too far. I you go by the numbers, 
you will have a much easier time of zeroing in on the color you want. This image 
squid extra points in the Blue channel and Red channel w neutralize the black 
sweatshirt without pushing the skintone ou of range. 


Opponent Colors 


When woking skin спена аи photngraphy, you end up editing RGB numbers but ok: 
ing at NX numbers, For many photographers, this is igor Ние han t needs to be. RGB 
numbers work in “opposition” to CAIK values To reduce — 

You add ble. Todi magenta you reduc green. 

The Into panel contains a hint to help you deter 

тае opponent colors, as shown next. 


Myou rea across the tp pou will see that Ris 
opaste C, Gis opposte M, and Bis apposite Y. 


You can seet eight ва increasing redas woe 
‘edu cyan and increasing blue has reduced W oen 
он РН падна used PESE 
to keep magenta where it was even though the ERE 


image gt brighter ove 


The image of Aaron and Erika represents a fairly cas correction. The image 
was originally a well-exposed camera JPEG, The color bias most likely was due toa 
standard color temperature setting in che camera, probably Daylight - 5000 К, used 
With a mix of indoor tungsten “warm” light. Warm colored walls, out of frame, might 
lo have contributed to the overall yellow bias in the skin color. Many possible lighe 
color" shots. Many times, even the best-calibrated 


color management systems can fail to deliver anything close to the ideal color for a 
particular image. (For more on calibration, take another lok at Chapter 1.) The ideal 
«olor may not be the actual calor of the original subject ith 

Photoshop ойе knowledgeable photographers a wealth of tole to 
tones and colors of their photography in any way imaginable, Uning the Info panel 
get the best 
le. Colar correction can become a labor-intensive chore of ral 


ape the 


numbers as a guideline, you can fin-tune color and tone very quickly 


reproduction pos 
and error when you don't understand basic cloe "numbers." Мак of the time, yon 
won't know if the color is the best it can he without at least referencing the color mum- 
bers asa point of departure. 

However, color numbers are only a guide. Even when you use them, you stil 
have ta use your own eyes and judgment to arrive at the right color appearance for 
yowe needs. These guide numbers are the result af years of printing images and дена 
oping a cultural consensus for what constitutes good skin tone. Before departing from 
that consensus, you should know how to truly contral the color to get what you want 
you know bow to hie the numbers, you will know how 9 
tion you vant 


The Family of Man: Cultural and Psychological Issues 


The subject af skin color i a Fairly complicated ове thar you cas only begin w cor 

semed with hei corresponding Info panel 
of photographically acceptable skin tone ia 
ios cultures. Iti interesting но aoe thar in print the accepable skin clos of dil 
ferens ethnicities are more similar in their CMY ratios than nor. 

“The mother and daughter portrait in Figure 3.23 illustrates typical Anglo- 
‘Caucasian skin cole values —magenta and yellow close with yellow slightly higher, 
and суза at one-fourth to one-third the value of magenta/yellow. Children skin tones 
are typically lighter and pinker (more magenta) than adults’. Stil, you want то avoid 
having magenta he equal or higher ав yellow except in cheeks and lips, Take several 
readings from the forehead, chin, shoulders, ete., to get а general idea of the color 
ratis rather than ely 


any color interpreta- 


prehend here. The following images are pe 
numbers 1o illustrate some of the varier 


on a single point. 


Alican American skin value usually look better with ale more magenta 
than you might use for Caucasian skin—especilly the skin tone s very dark. In 
Figure 3.24, the magenta is equal to yellow. This is about as much magenta as T would 
tolerate. In reality, skin values are ll over the place, and ite common to find black 
akin that has a very yellow bias, While this is real, И usually i not desirable în print 
because it makes the skin look green. Darker skin will have a higher percentage of 
cyan this is what adds weight and shape to she skin tone. As the kin gts darker, T 
tend to raise the level of magenta in the ratios to alance out she yellow-cyan "green 
ness." To raise the magenta values (you guessed it), subteac green. Really dark 
chareoal-colored skin can have an almost blue сай Ба again, this îs undesirable in 


gue Tn na marin ag ugt My ene 


Asin skin и more yellow; the trick i to aot leg oo yellow. In Figure 3.25, 


the arm reads just slightly more yellow than average. For the most part, you are better 
ой keeping the skin values close to the normal Caucasian color. 

Whenever a subjects very ose to grass, youl need to Бе careful of an overly 
yellow bias în the skin color. You can se tar quite prominently in Figure 3.26. 
Roth the highligh and shadow values of the face show over 30 units more yellow 


than magenta, The bias is also polluting the red Вай color, The coerected version 


Figure 327) shows that by paying attention to appropriate numbers far the peaches- 
and-cream complesion of this cut Ме giel, vou can clean up the color considerably 
‘Overly red skin tone is a common problem with digital capture, especially 
where the skin tone is a Bittle on the red side anyway. Asa result, the baby on the 
Jefe in Figure 3.28 appears to he heee гей. Everywhere in the skin, the values with 
magenta are oriceahly higher than yellow. И you манга baby that does look 


sunburned, you will have to reverse that 


In the image on the left, the baby's skin is very red. The shadow areas in the 
hand near the face ar practically plowing, Note that he Info panel shows 
Magenta, Balancing the white numbers to neural in the hat help reduce the red 
everywhere ee, resulting in more natural skin tones A few mare points on the curve 
to add more green in the shadow values of the skin produces the image on the right 
in Figure 3.28. 


Cultural and Personal Color Bias 


To айу, there is во ideal skin rone kin color is all over the place. Thee is coa- 
siderable variation in differen ehricin 


much 


s, ages, and skin conditions—not to mention 
makeup! While all this variacion exists in the re 
‘variety in print for various reasons, One reason is cultural norms, and this can get you 
ишо trouble if you're not aware ai. Tean leat this witha couple of stories Ват 
actually happened to me. 

happened when Iwas working on a catalog that was going o he 
Hong Kang. There were numerous shots of models interacting with the product, and 
we were shooting digital. This was in the early days of digital production photoges 
phy. Printers were just trying to get up to speed with the whole process, and clients 
were nor completely comfortable with things yet- Our particular client decided w use 
a printer in Hong Kong to save money. The client had dane afew packaging projects 
with them but never a full catalog and never with human subjects 

Well... we tested, calibrated, and color managed the hock our of thar shoot. 
We supplied inet cross sendered pres simulations for the SWOP standard separa- 
tions leven though the printer was în Hong Kong, they assured us that they printed to 
ЗАКО, a standard for US. web prestes), The client loved it and signed off on every 
thing. We sent everything off to Chi 

"The Chinese printing representative called back and saîd thee were а lor af 
problems with the coloe—they had to color correer all the people. The clint agreed 
то pay for additional calor correction and was mad at me (а somehow always ends up 
being the photographer fault. Finally, the matchpemtspeess proofs started coming 
back and they were horrible—all the people shots were pale, washed our, and kind ul 
yellow. Hmmm. 

The leat convinced the printing rep to come to the Unite 
ing. We showed her ош ic, healıhy, saturated skin-taned proof pris, whereupon 
she said, "See... kin look dead?” 

Apparently, sa China, when skin is rendered în а way most Americans would 
consider healthy, it means the opposite. The Chinese preference is for pale, ivory: 
colored skin tones. Any red in the skin color is considered bad. If you look in Chinese 
magazines, you can sc this preference in operation. There are regional preferences 
and diferent cultural preferences (Peking Opera posters can have very light pink 
makeup for certain characters). In the end, it was almost impossible o explain that 
American clients usually preferred a “California ran" look in the skin mne. 


J world, we tend to tolerare much lese 


States for a meer 


i 


My second tory concerns job 1 did in this country for the Belly Dance Twins, 
Nena and Veena. I did some promotional photog 


aphy for these two gorgeous Indian. 
dancers—aererl of the shots Were taken with traditional Indian costumes chat were 
quit colorful. My беч prints looked like che image on the top-left of Figure 3.29 

The Twins were not happy—tbey thought the skin tone wat roo dark. To me it 
looked authentically Indian, which thought was che whole paint, 1 was not aware of 
the cultura isse here; Dark kin is associated with the lower caste pale skin color is 
more desirable, (In Hindu religious iconography, the color of the various female Devas 


is almost always very pale—in some cases, blue-white.) Everything I did for them had 


to be revised with a lighter color. 


o elu ed 


Inden e 


Figure ootame e be pt cols ln pew bd ue 


In conclusion, getting he right skin color is far eom trivial. Simply calibrating. 
your capture system is not going to guarantee thar you will ge an ideal skin tone. You 
have to be prepared to ейи the color to satisfy the cultural, personal, or psychological 
nerds of your client or yours. There ate many creative departures posible as well. 
‘You need ta develop the color "chops? necessary to get the color you want consistently, 
and a thorough grounding in Photoshop color editing is an вые must 

Remember that the color of skin cha is acceptable in reproduction is most often 
departure rom reality. The numbers supplied here are gond guidelines, ue they are 
only guidelines. Don't forget that you might need to deviate from these values 


i 


Tone and Contrast: 
Color and B+W 


The B+W aesthetic is familiar and often 
desirable for photographing people. 
Unfortunately, with digital photographs, 
the process of converting from color to 
BAW is often treated as a trivial mode 
change followed with contrast-enhancing 
curves. Photoshop provides many different 
methods for creating monochrome images. 
After you learn the types of controls available, 
a whole new creative frontier opens for you 
to explore. Photoshop can truly become the 
ultimate B+W darkroom, allowing the digital 
photographer to go well beyond the Ansel 
Adams Zone System. 

We are going to examine a wide range of 
B+W options and also see how to apply B+W 


tonality to color images. 


Chapter Contents 
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Converting to B+W 


Using the image shown in Figure 4.1, es explore the process of converting to black 


and white, Lets start by examining some different approaches 1o creating a black-and- 


White (BAW) rendition of this RGB color image 


Tel 
the default conversi 


id obvious approach is to choose Image > Mode > Grayscale and use 
to arrive at a grayscale version, Akhough rhis is certainly nor 


a horrible approach, i doesn't really affer much contrl over the way colors are ren- 


dered imo geny values, То start to understand whar's happening, you need ro realize 
that RGB image fles are made ир of three different grayscale images—one for each 
colar channel. When these three grayscale versions are combined in RGB, the final 
image contains the full range af color as defined by the additive color space of the par- 
ticular variery of RGB—be i sRGB, Adobe RGB, ColorMatch, or whatever. 


Examining the channels individually and noting their diferences in this image 


can be especially instructive. To do so, go to the Channels panel and click the Epe icon 


for each of the channels (Figure 42) 


Note: The sanat Ные зе come anatemprtoenlae he tonal racer 

ad Pam csc enon Pan pendit nuit 
ве поела уйе donne b hero he ый pale amines 

змей Den lato d ec Green, oett e peto tamea 

эде әү dues, Мея оон information of an GB mae си n the Green tel 
“k resson vy bere ane ti man gren pel een Bayer patter di) sh 
peran green formula ———H 


Note: ети le niu camels goto yor Pot pres 
anche Came Corina con aletas no P" 
‘nc came. 


The Channel Mixer 


The default grayscale conversion utilizes «formula for blending the diferent gay 
scale channels into а single composite Version. A convenient method far controlling 
this proce is 


use the Channel Mixer to create the grayscale blend. Go to the 
Adjustments panel and click the Channel Mixer icon (Figure 4.3). Once the Channel 
Mixer is open, select Black & White With Orange Filter from the Presets drop-down. 
The Output Channel menu at the top of the dialog will change to gray, and you see 
а BeW version that represents 50 percent of he Red and 50 percent of 


mels of the image. Move rhe sliders so you can see that the default conversion (Image > 
Made > Grayscale is basically identical to a channel mix of 30 Red, 60 Green, and 
10 Blue (Figure 44), resulting in a "standard" gray rendering. 


The diferent percentages in the sliders add up to 100; this preserves the overall 


luminosity of the image, You can try other percentage mixes, and as long s you main- 


tain the 100 percent total, vou should arrive at a fairly reasonable rendition. 


Note: осика ће er commatomo реката ament и 
Jertovadteral Min shot with lord fiters Asa rm 250 percent Red/SÛ paran 
rem oul be mare ung an '——— Á 
sng ae ite 


‘You might prefer the version in Figure 4.5 (a 70/30 blend between eed and 


green) because it has a slightly lighter skin rone that some ад more attactve for 


Foo Al 


ut instead want dea- 


1, on the other hand, you ate nor looking for reasonable 
matic, you might want to deviate from the normal approach (wich positive values that 
add up o 100) and do something similar o Figure 4.6. 


3 Yes, you can subtract channels in the Channel Mixer. Obviously, this approach 
wil yield much different results than using color filters with BAW lm, 
Why stop there? Now thar you realize all rules ar to made to be broke, let's 
5 all try to “beak” this image (Figure 471 You can easily se that the Channel Mixer 
H gives you the same contro (and then somme) tht traditional BW photographers have 


When using colores and specialty films, 


ote: лебот hiner method wots on GH ages by dpto ве ni alte dan 
ЖОС ehs when yoa flxten he mag ul end up ливадна PGB edm tal 
= nl chan gape ботен, yu ur ome a apc e mage men [ug 
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Split Channels: Layer Blending 

There is another method of blending channel that ofer additional conto, Starting 
with the RGB original, о to rhe Channels pane, dick the Options triangle in the 
upper-right corset et the drop-down mena, and select pl Channel Figure 43) 


ie Tb Cun 0 
Sei ome mn 
E 


темпа изе uma pad, 


This will spit” che RGB ile into three separate grayscale fles and name them 
according to the channels from which they originated. You can drag one file on top 
fof the other to create a layer stack that you can use to blend the channels Figure 4.) 


You can re-create the 7030 Channel Mixer version by dragging the green document 


on top ofthe red document using the Move tool—click and dra fram inside the one. 
document window to the other while holding down the Shift key to maintain layer 


Notez year windows arangedas Tabs ln he Pot nc ¡ero ag 
rt document window е n — 
‘hte he youd ts to mare thatthe Tapert ge. 


Change the Layer Opacity to 30 percent. You can duplicate any Channel 
Mixer blending eec that uses positive slider values (that add up ro 100) hy stack 
ing the channels in ayers and adjusting the relative opacities, Place all three channel 


documents ino a layer tack and work your way up from the bottom. Adjust the opac- 
ity ofthe first layer Res by temporarily turning off the visibility of the op layer (cok 
the Eye icon to the left of the thumbnail). Once the Bes layer i adjusted, tura on the 
‘visibility of the top layer and adjust the opacity against the other two. Youll need to 
experiment with the layer order o arrive at the best combination. This makes it less 
convenient than the Channel Mixer method for simple blends, 

To really appreciate the power of stacked layers, you need to take advantage 
ol the additional controls available in the form of layer masks and blending options 
‘You сап start by making a layer mask forthe Green layer. Make sure visibility for the 
top Blue layer is turned ой. Now, press and hold the Oprion/Ale key and then click 
the Layer Mask icon at the bottom of the Layers panelî this will create Black layer 
mask and hide the Green ayer. Now, you should se only the bottom Red background 
layer (Figure 4.10) Immediately after the layer mask is created, the mask is selected, A 
double outline should appear around the black mask thumbnail. Check to make sure 
it there. Now when you pain the mask with whit, you will reveal the contents of 
the Green layer. By doing this, you can selectively pint parts ofthe Green channel on 


top ofthe Red channel. 


Fie 18 yet 


“The final sacked version (Figure 4.1) uses the Red channel as the base primar- 
ily oe the lighter skin, The eyes were painted in the Green layer, creating the darker 
eye shadow and lightening the pupils (Бе model had green eyes). The Blue layer was 
‘sed to create subtle shading on her arms, shoulders, and cheeks The darker skin 
color was painted over the edges of the hure, (To do this, use a lower opacity for the 
brush and build up your strokes slowly) The darker lips of the Blue layer were also 
painted. The result is dramatic hut very natural. The image can be further refined 
with Curves if necessary; however, simply combining the best parts ol each channel 
frequently will do the job. Save the layered version so you can revise И later if needed. 
When you are done, you can flatten the fle by going to the Layers menu and selecting 
Flaten Image or by selecting Flatten Image from che Layers flyaway menu, You will 
then have a single layer grayscale document 


Figure 4.12 is another good example of classic BAWI originally shot this image 
of my daughter in color using а Canon EOS-1DS Mack IL I eonveried r to B+W using 
‘the methods just described. To create the feel of an old Hollywood studio portrait, I 
enhanced he lighting quality with additonal contrast from Blue and Green channel 
documents layered on top of the Red channel document as was shown in the previous 


—— — 


Luminosity Blending 


Something very interesting will happen when you deag the new BeW version (he one 


own in Figure 4.11) an al color version (Figure 4-1) and change the 


Layer Blending mode to Luminosity. [Remember to hold down the Shift key when you 


do this) You should ве the results shown in Figure 4.13. The Luminosity mode will 


take the value structure from the BAW version and the color from the underlying layer 


ing in areas of skin, lighter garments, and mare tonal separation in Ње hair and pans, 


ї would be much harder то achieve a similar effect using Curves alone 


One ofthe most compelling things about good BW imagery is the way the tona 
structure of the image is simplified by eliminating the influence of color, Light and 
shadow often provide most of the visual impact in a photograph, even an extremely 
colorful one, Viewers can tolerate color deviations quite wells however, if an image 
lack tonal interest, they will complain bee. Differences in value are casero vi 
alize and, therefore, control in ВАК. This is perhaps one of the reasons Ansel Adams 
was never that fond af color photography: those darn colors kept petting in the way 

"The key problem in color-correcting photographic imagery is maintaining con 
trol over sonal shape— he vale structure underlying the colors ia the image. Color and 
contess seem ta be inextricably mixed in an image, and normal contastenhancing 
‘moves tend to seriously impact hue and saturation, Color correction will be easier if 
yon can separate the color fom the сова! values and deal with hem separately. The 
luminosity bending approach offers a powerful method of doing his. 


Instant Tan 


Before we return to monochrome imagery, ler's examine how luminosity Mending can 
be used to solve some vexing problems 

Figure 4.14 isa portait of Nathan, a martial arts instructor in Southern 
California. Unfortunately, the sof lighting has given the skin а pale, pasty ook that 
is lexe than ideal. The problem i one of tone or value, not color, Darkening the skin 
Without also darkening the already dark clothing will be difficult 


e 


ir 


in 


Before you make any adjustments, examine the three channels individually ко 
that you can ger a feel for the BW value structure af the image 

You can see thar the skin in the Red channel is almost completely white, and 
‘this is contributing tothe pasty look, Usually, the Green channel is the best overall, 
However, in this case, the darker tanes in the Blue channel should work во your advan- 
tage in a luminosity blend. Start by creating a Channel Mixer adju 


nent layer: select 
Channel Mixer from the Adjustment Layer menu at the bottom of the Layers panel. 
Sele 

hou have a BW version thar is 100 percent of the Blue channel (Figure 4.15) 


Black & White With Blue Filter (RGB) from the presets drop-down menu. You 


Now the magic starts, Change the Blending mode to Luminosity (Figure 416) 


Now, tha а tan. His face has some tone; however, his beard shadow hasn't dark- 
ened, so ts minimized somewhat, The blue clothing and his blue eyes have goten 
[o 


You might nor Ше the ligh blue rendition of the gi jacket even if you prefer the 
lighter and more detailed gi pants, И not, you can hide the efec of the Luminosity 
layer by painting the adjustment ler mask with back (Figure 4.17), This Blue chan- 
nel luminosity blend is great for generating that swarthy look for men. Although you 
‘might sill prefer more dramatic lighting, the subject does have more tone and a sense 
of texture, which were created without using Curves. 
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When Color Overwhelms: Look forthe Good Channel 


The next example has а unique problem (Figure 4-18). The dancer has been captured 
behind the sheer veil, but ГА like vo Ье able to see more o her face. The red veil is very 
saturated, bue the face behind it has very lle contrast, И would be impossible to apply 
а Curve adjustment steep enough to bring out the desired detail, This problem s some 
thing photographers se all the rime when they are dealing with highly sarurated col- 
оз. Everyone says they want height, saturated calors, but they often come with a price 


The solution is to farget abour the enlo, for а moment, and concentrate on 


BOW. То begin, look at the grayscale channels that make up the full-color image 
(Figure 4.19), You are looking fr an ideal candidare for a BAW conversion of this 
image. When you look ar the individual channels, you cas see that Red is obviously 
where the biggest problem appears. There is no face in that channel at all; Red isso 
highly scuraed in this image that most detail bas clipped to white in the Red chan- 
el Blue beter However, most of the detail resides in the Gecen channel 
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To salve this problem, you сап use a little-known Photoshop tricks advanced 


Blending Options Select Blending Options from the Layer options lyaway menu at 
the upper right of the Layers panel (Figure 4.22). 
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"The Layer Style dialog box will appear. You can use the Blend И sliders t control 
where the Green channel luminance blends hack iat the original image in the under- 
Iing layer. The idea he 

the areas chat turned black after the luminosity was applied Because you are using the 
Green channel luminosity in this layer, vou will use that channel in the Blend If ares 
ofthe dialog, To select rhe Green channel, change the Blend If drop-down m Green, 
Drag the black triangle on the This Layer slider to che right until the Mack parts of 
the image regain their original tone You can feather the transition by holding down the 
Option/Alt key and splitting the triangle into two halves; drag the righe h 

ан until he tonc are smooth (Figure 4.23), 


is to bring back the tone and color af the original image in 
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In Figure 4.24, he image has been further adjusted by masking olf secs of 
the figure that had beter contas în he original background layer, 


This example clearly shows the advantage of using grayscale information to 
affect che tone and contrast af color images, Very often, even good color images can. 
be enhanced in unexpected ways by applying ВАЛЕ пипай to the color values- 


Another very common use for Luminosity blending is with darker-skinned sub 


jects А direct reflection on the skin (shine helped to lighten the dask skin in the por- 
trait by Ken Chernus shown in Figure 4.25, This ia great dramatic thot, but it is sill 
too dark for certain types of reproduction, 


Make a monochrome Channel Mixer adjustment layer sing 100 percent of the 
Red channel, change the Blending mode to Luminosity, reduce the opacity of the ayer 
ıa bit, and youl get Figure 426. 

The Red channel is lighter in all shots of people, By applying the Red channel 
Luminosity о the color image, vou can lighten dark skin color. In this example, the 
skin highlight are lightened тоо. You сав reduce the highlight intensity and minimize 
the skin texture by blending back into the original highlights using Blending Options. 
Flatten and place the lighter version in a layer above the original, Figure 4.27 is the 
тенш of blending into the highlights of the original image in an underlying layer using 
the slider positions shown, 

T could write a whole book about applying B+W luminosity in color images. T 


hope thes few examples have opened some frontiers for you to explore. 


Hue/Saturation Toning Effects 


Before you can colorize а grayscale image, you must convert it to RGB. Select 
Image > Mode > RGB to set the grayscale image to your default RGB workspace, After 
you do that, you can colorize he image using Hue/Saturaio. 

(Create a HuefSaturation adjustment layer and check the Colorize check box 


When the dialog appears (Figure 4.29 


The default color effect hete is a fairly sich eich brown. I you move the 
Saturation slider down to about 10, you'll end up with a fairly convincing imitation 
of selenium toning, Shi the hue toward yellow (ser the Hoe slider to shout 30) and. 
You'll be in sepia territory. An infinite variety of colorconing effects are possible with 
this approach. The HueSaturaton adjustment layer is very interactive, making it easy 
to see the color change as you move the slider. 

Ken Chernus used an almost olive brown rone to simulate the lack ol ald- 
fashioned, waem-toned Chlorobronide photographie paper in Figure 4.30 and. 


Figure 1, which were taken for a series on Baptist churches, 


SplitToning 


Splictoning is a classic toning effect, This effect is traditionally achieved using seo 
nium toner warmed up to about 80" F The print is pulled fom the toner tray when 
the shadow values just start taking the colo, and then it is rapidly immersed in cold 
water to stop the proces, High values remain untoned; cooler or more neutral and 
shadow values develop the rich, purpl-heow lok of selenium toner. This process is 
very “hit or mits,” difficult o contro, and very toxic. Fortunately digital spi toning. 
does not suffer rom these disadvantages, 


To perform split toning, make another Huc/Saturation adjustment layer above 


the Art one. Check Colorize and shift the hue to a different color, as in Figure 4.32. 


Now for the magie tricks choose Blending Options from the Layer Options ty 
way menu at the upper right of the Layers panel. When the Layer Style dialog appears, 
o to the Blend If area and move the black triangle slider (ether layer will warl—here 
Were using This Layer, which isthe top layer) to the right until the brown, dark values 
from the underlying layer show through (Figure 4.33. 

The tones ate now pl. To soften the transition between Ње сма toning colors, 
hold dawn the Optiow/Alt key and split the slide into ко halves, moving them apart 
ul the desired look is achieved (Figure 4.34) 


Note: Toman cnn, combined ong hate 
ag ea ns bees e olor od çan bro SE 
piis Dir slos suchas redan не anb rad Dcus ca t = 
ner i ping ekes engi te lo н. 


Fail strong colors were шей for the example so that the “pl” is easier 10 
же, You can creaue a more sue effect by reducing Ње opacity о the FlufSaturaion 
layers. Бем, group the layers by selecting them în the Layers panel (Shifeecliek the 
hula) and then select New Group From Layers from the Layers panel menu. 


yu you can reduce the opacity of the Group t девите the elec (Figure 4351 
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The beauty of having the roning effects in a HuefSaturation layer is that the 
crs can be edited after you've established Ње basic effect. ЕЗ very easy to generate 
yate the HueSaturation da 


variations by double-clicking the adjustment layer то a 
log again and change the Hue or Saturation sliders (Figure 4.36). 


You don't have to stop at two colors. When you add another Hue/Saturation 
adjustment layer, you ean split the cole tones into highlight, midrone, and shadow 
value. I you use colors that synchronize with the value structure of the image—deep 
color for low values, medium colors for midtones, and light colons for highlights — 
you can create the illusion of extended dynamic range, This can give your monochro- 


matic images a more thee-dirensional lok (Figure 4.38) 
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Gradient Map Colorizing 


More complex coloring effect can bes be achieved using the Gradient Map adjust- 


tating with the original grayscale image, select Gradient Map from the 

Adjustment Layer menu, which is accessed by clicking the New Adjustment Layer con 

at the bottom of the Layers panel (Figure 4.39). 

% Chick the triangle to the right of the gradient in the Gradient Map dialog 

Lo Select che Blue, Red, Yellow gradient in the resulting Gradient Picus. Che 
inside the gradient to bring up the Gradient Editor (Figure 440) 
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‘Use the Editor со customize the gradient. The pointers along the top contral the 
opacity of he gradient leave them alone. The bottom pointers determine he 
colors in the gradient, By clicking anywhere along the bottom edge of the 
adient, you can add a new color "top? to the gradient, You can drag these 
new color pointers (while you preview the effect in your document) and also 
adjust the blend between colors by dragging the small diamonds between the 
чоро. Click the Color patch in the Stops area ro bring up a Color Picker that 
allow you to select а new color, When you have finished designing а new gra- 
Чем, you can enter a name and click the New burton ro add it to your gradient 
presets Click OK to return to the Gradient Map dialog and click OK again to 
apply the effect. In this example, I created a very wild saturated-color crossover 
effect that progresses from black through purple, ed, orange, and yellow to 
white (Figure 441) 
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You can simply change the opacity of the Gradient Map layer in the Layers 
panel to create a whole range of more sul effect (Figure 442. The big advantage 
of wing gradient maps is that you can build mukicolor split-tanes with just one layer. 
The disadvantage is that it is a bit more dificult to control the interaction ol color 
tone and crossover ройма using the Gradient Editor. 


Figure 443 shows another example of Gradient Map color waning. This lovely 
бае arı portat by Erin Manning has an interesting “faded color” effect created 
through a subile application of a multicolor gradient map. 

Besides Peter Mas coloring, you can also achieve uper “solarized" and other 


развео effets by using more radical gradients, Experimenting is grear funt 


The Power of B+W 


Learning how ta create outstanding black-and-white images can have more than 

st rhe obvious benefis. Converting color into ВИК can be done for its own sake 

also serve as a springboard for creative cole explorations through various toning 
e Think ofthis 


layer blending and 


осн can be utilized o contral tonal structure in olor photography. Good 


techniques. The examples in this chapter are by no means exhaust 


introductio as the tip of the iceberg, The same principles used 


masking can be applies in many different ways а generate special elects or subile 
A good basie image development strategy is 
1. Begin with the lighting and exposure ol your photograph—optimize them first, 


2. Process the files ino your RGB workspace. For mose people photageaphy, you 
Will use Adobe RGB, 


4 Examine rhe individual channels for grayscale information. Is a great black 
and-white image licking there? Can you utilize grayscale ronal structure in the 
channels separately or in combination to enhance contrast or detail in the color 


& Create a BeW version to test contrast and value. 
& Apply the BAW version to the color images decide whether you can improve the 


1 Fine-tune the color with curves 


In some сама, the color image will be just бое after you've made some basic 
eis. In many cases, Ве color image can be improved by the application of idealized 
grayscale information. The ff can be dramatic or subtle, and they are almost 
always worth exploring 

Let's pur this strategy to use în this final image by Anthony Nex (Figure 4.44). 
The original shor is a great example of Anthony s high-energy style of kid photog 
Phy. A grear expression captured а the studio with morion-stopping ach lighting, the 
shoe was processed ino Adobe RGB. 
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The biggest problem i that his handsome African American kid will likely 
reproduce too dark in the average magazine or hook, so we ned to look for a way to 
brighten up the skin, The solution is an application of Red channel luminosity using a 
Channel Mixer adjustment layer. Set the Red slider at +100 (Black & White With Red 
Fiter preset) to further brighten the highlights, check the Monochrome check bo, 
and change the Mode o Luminosity in the Layers panel (Figure 445). 
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Figure 45 The hm amad tt penal ans 


With the big 
The skin is too magenta and lacking in saturation. A Curves adjustment subtracts Мис 


est problem solved, we now turn aur atencion to the skin color, 


and adds red and green to boost the saturation and bring the yellow back into balance 
With magenta (Figure 546]. 

The finishing touch is a special “High Pass" sharpening technique to enhance 
the highlights oa the skin even further (Figure 4.47). We will go over this technique s 
more derail in Chapter 7. 


Retouching 


The days of airbrushing, dye transfers, 
spotting, and etching are long gone, but the 
need to clean up or enhance photographs 
has never been greater. Every professional 
photographer is expected to know enough to 
do basic digital retouching. Of course, what 
is considered basic today would have been 
beyond the capabilities of all but tbe most- 
advanced retouchers of the celluloid era. These 
days clients demand even more because the 
general public has unlimited expectations. 
The phrase “We can Photoshop it" is clear 
to just about everyone. 

People photography has always required a 
certain amount of retouching to flatter the 
subject, and this chapter will cover some of 


the basic (and not-so-basic) techniques. 
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Basic Image Repair 


Digital photography 6 


take outa stay hai, or remove a spot on the background. Photoshop includes a 
wealth of 


пней tools for these kinds 


remedial image repairs. The photo of 
me at the beginning of this chapter isan example о the normal, non-heroic retouch- 
ing that simply intended ro show the subject in the bet light. This retouch repre 


+ Huchatueaton color repair 
+ Hesling, spotting, and patching 

+ Oves dodging and burning 
+ Skin smoothing 


You can examine each ol these techniques individually in the following examples, 


starting with another photo of me taken by Jelf Boxer (Figure 5.1 left) 


Sometimes, like to мап with a mackup to indicate the areas ГА like 


You may ind this technique especially important when working with clients, so you 
can communicare what will be Gxed before work begins, In Photoshop, create а new 
empty layer and then draw ino this layer with a contrasting color ta mimic a grease 
pencil on a prine (Figure 5.1 sgh You can leave this ayer in the document and turn 
жой and on 10 double-check your progres 
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Once you've decided what to do, you can sar your repairs. Photoshop has a 
wealth of specialized tools that make detailed retouching easy. Before you do anything 
elte, make а new empty layer. Whenever possible pur all the retouching into a separate 
layer so you can retrieve the original image at some later time И necessary (Figure 5,2 
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Photoshop CS4 and Photoshop CSS have a retouching tul above he venerable 
‘Clone Stamp tool in the Tool panel; ick and hold it то see and select the different 
variations, The Spot Healing Brush (Figure 53) the Бем choice in CSS. Most of the 
time, you can leave the rool options ser по the defaults with Proximity Math checked 
Make sure Sample All Layers в checked. 
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“This tool works like а Magie Spotting Brush а flls in small dark or light spots 
With color and texture from the surrounding area. Size your brush so that t's ig 
enough o cover the spot. The size of your stroke is pressure senstive—more pressure, 
bigger stroke. However, the size of surrounding area from which you sample depende 
fon the diameter of the brush. If you use brush that is too small, you won't sample 
rom enough clean skin to get а good calor over the spot. А brush tha is too large might 
sample an area that pulls in color from some nearby defect. Dal the brush over the 
spots you want ro remove (Figure 54) 


Figure Pues arma nih Scag 


‘Occasionally, when you work the Spot Healing Brush near an edge with a con- 
‘wasting color and texture the too will pull some of that area into the brush area, as 
you can see near the hair in Figure 5. To avoid copying he wrong area, use a smaller 
"rash and don't place the outer boundary of the brush сие ino the other ara. Larger 
‘rashes use larger sample areas. Sometimes this calor pollution is unavcidable—in these 
cases you should switch to the Clone Stamp tool sd clone fram a corresponding ar. 


Notez Whenyouare bin mer аре areas ic gone to wort дому, sam- 
lg an resampling many esto той obvious pato parters I's OK to go bat mwera hie 
arate mile suea tenure doti. 
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Spots are easy t ger sid ul; however, larger more-complex areas, such as the 
bags under my eyes, used to be moe difficult vo retouch than they are now. The next 
төй, frst introduced in Photoshop CS, s the Healing Brush; chis magic cloning tol 
makes short work of problem areas. Select the Healing Brush tool (Figure 5.6) Make 
sure your tool options are set to Samples Current & Below and verily that Aligned 

is Оп, This allows you to retouch under a color correction layer without having the 
correction afec the newly “healed” area. For simplicity, 1 still recommend that you 


do any retouching before you do any color correction or, at least, turn off any color 
correction layers before you begin retouching. Option/Alvlick w sample an area uf 
коой skin (sch as the top of my cheeks), and use a larger brush to completely cover 
the bags under the eyes (Figure 57) 
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The мег skin contrasts with the surrounding area, and it looks horrible. 
However, as soon as you release the brush, the area magically blends in, replacing the 
original terure bur keeping most of the underlying tone of the original (Figure 5-8). 
The retouching now blends seamlessly; however, as you can see, the newly semuched 
eye looks litle weird like the eyes of an alien frons outer space. The ix îs simple i£ 
you did all this retouching in the new empty layer. 

Change the layer opacity by deagging the slider to the left, revealing a lirle bie 
of the original underlying image. The bags are now sof old, which are much more 
natural looking without being unattractive. 
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Figure Lomtcoay to mn — тше. 


‘You might be inclined to stop her, but there are still a few wrinkles that can be 
minimized a bir. Using another technique, you can do that without destroying the skin 
texture, Бим, hold down the Option/Al key and click the New Layer con ar the bot- 
tom of the Layers panel. This will bring up the New Layer dialog Figure 5.9). 


a E] 
Cite res Layer to Cte Capi Mask 

Colon ee № 

a MAN 


IERI win other color (50 grav) 


Fie 59 Te Nen Lape dgl pou o dange —— on 


You need to make a special layer o dodge and burn дата lighten and 
darken), The trick îs to change the mode o Soft Lighe and then check Fil With Soft- 
Lih Neural Calor This will ll rhe new layer with SO percent gea. In а Soft Lighe 
o Overlay layer, 50 percent gray has no effect on the underlying images but when you 
use the Dodge tot mo lightes the Gray aye, will lighten the underlying image with- 
out affecting the color or texture. The Sof Light mode has a more gentle effect than 
Overlay, and a doesn tend то increase Ве saturation as much, Select the Dodge тоо! 
in the Tool panel and brush over the wrinkles using a low opacity о gradually lighien 
them (Figure 5.10 and Figure ЗАП), 


—— 


H you temporarily change the Layer mode back to Normal, you can see the 
dodge marks clearly in the Gray layer, Just reduce rhe opacity 10 see where they line up 
(Figure 512) 


її you go too far, you can repair the effect by brushing back into he Soft Light 
layer with 50 percent gray а low opacity. И you need a stronger lightening or darken 
ing cs, you can duplicate the layer by dragging the Layer thumbnail ono the New 
Loyer icon at the bottom ofthe Layers panel. The nal retouching softens and flls in 
Wrinkles and pores without completly eliminating ehem (Figure 5.13). Wow, Hook 
10 years younger! (OK, maybe 15 years Би who's counting?) Со 


apare this with he 
original shown in Figure 5.1 

The Patch toolis found under the Bandage icon in the Toal panel (Figure 5:14). 
Ik is very useful for removing defect in a plain background. Leave the tool options et 
to Patch: Source, We will ше it on the CCD diet spots jase ro the right of the face. 


Ta use the rool, select it and draw a selection outline around the spot 


(Figure 5.15. Simply deag the selection to an area that is free of spot. The area inside 
ol the selection outline changes 


the area 10 which you dragged. You can clean up 
lots ol spots very quickly 


The Cone Stamp 


You may have ас tha we haven't realy touched the dassicretoucting — Ве Ооп 
Stamp tool that as bern in Potshap since the beni The Gone Stamp ка amines 
‘led the ratte stamp because ot he Tool M 
ree took rer use or thi type of retouching, One of the biggest problems with he 
one Stamp tos tendency to smooth ип reas hs happens when soft 
ges othe Clone tmp veria, and mull strokes md to moth out mise and ett. 
Piera Ро CS, most experts used realy small brush sizes to retouch pore by pore. Те 
sew tools make is mor much ess tedious, The Cone Stamp very useful however, tor dupl- 
ош areas or moning estares, 


4 төене Fe НИ. irage dayer Select Pier Ais SD Wes Windom He 


b Wer m ааа m. 
wl He LL: Se р 


E 


Hue/Saturation Color Repair 


The retouching 1 just did an my photo was relatively straightforward because the 


uniform. What can T do with this image from Ken Chernus 
(Figure S36 
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Red blotchy skin can look worse in digital capture because of the tendency for 
Bayer pattern imaging systems to overemphasie the red component in skin color 
Pimples and eed blotches tend to go nuclear. Fortunately, there s a relatively simple 
fix tha utilizes а Hue/Sarurarion adjustment layer. To perform this бх, сай up the 
Adjustments panel by clicking and selecting fom the Adjustments Layer icon at the 
bottom o he Layers panel, Once the panel is up, change the Edit drop-down menu 
кө Reds (Figure 5.71 Select the Minus Eyedropper wand the bortom of he pane. 
Mose the cursor [he Eyedeuppes sampler into the image and click the brightest eed 
pimple, The selected range lat he bortom of the pane in the rainbow gradient) will 
move lightly to center over the selected color, Select the right Minus Eyedeopper rool 
and click an area of good skin color. The sample region will shrink somewhat to indi- 
сме the more constrained sample area, 
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“This pari the tick: you can temporarily apply a radical hue shift o help visu- 
lize the selected region. Push rhe Hue slider al he way to the left the selected rede in 
‘the face wil ten bright cyan blue. Now you just aed to drag the right gray triangle 
slider to the left 1o trim the selected region in the rainbow gradient to limit the effect 
to those areas that are 100 red and blotchy (Figure 5:18) 

Alter yon have identified the region that will be affected, you can employ a 
more attractive color shift. Drag the Hue slider to the right, past zero and move the 
«olor toward yellow. Stop when you've killed the red curse, Use the Info panel num- 
‘ers to determine if the skin values in the pimple regions are in the correct range 
(move the cursar into the image o get a reading). (Refer to Chapter 4, "Tone and 
Contrasts Color and ВАЛИ if you need help with determining the correct ange. 


Because pimples are also darker than normal skin, push the Lightness slider to the 
ight ший you get beter tonal uniformity (Figure 3.19). Don't go too fae ith this 


Will reduce the saturation of he skin rone and ultimately look unnarural. 
Some areas of he face might be to 


yellow. You can adjust these areas in a sim- 
ilar fashion, Change the Edit drop-down to Yellows, use the Eyedropper too to select 
the coo yellow region, subtract che red pimple areas with the Minus Eyedropper tool 

(these are now already shifted, apply the radical hue shift по trim the area further, and 
push the slider slightly to the left to make the yellow regions more sed (Figure 5.2 
The Edit drop-down, which did indicate Yellows, might change o Rede-2 to indicate 
that you are editing another red region, The Hoe/Ssturation adjustment has hidden 


‘most of the pimples and given the skin а much healthier look (Figure $21 
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can use the Hue/Saturation adjustment techniques to equalize the skin tone, Next, 
М like to soften the wrinkles, Doug is an outdooe-sports enthusiast, and he has some 
unavoidable wrinkles and freckles due to sun exposure. I don't want to eliminat 


them, jast soften chem slightly. Let me show you a new technique ro apply а global 
softening ecc 


—€— rm ——— —— 
erster ea 


First, flatten the image (applying the Hue/Saruration adjustment ayer ia the 
proces by selecting Flatten Image from the Layers Panel Options men (Figure 5.24). 
Duplicate rhe background by dragging the thumbnail othe New Layer cn. 

bortom of the Layers panel (Figure 5.25]. Now, run the Surface Blur йет (Filter > 
Blur > Surface ш see Figure $26) using а lege Radius and Threshold to blur all 
the skin texture [Figure 5.27), Make а Black layer mask thar ides this Blur aye by 
holding down the Option/Al key and clicking on the Layer Mask con at the bottom 
of the Layers panel (Figure 5.28). Paint sao the layer mask with white over ll the 
areas of kin except for he eyes, lips, and teeth (Figure 5291 
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he Blur layer so that you have two identical Blur layers. You 


Now, duplicate 
ste going to ше one layer to darken and the other layer to lighten the wrinkles in the 
background image. Turn off the visibility of the top Blur aye (click the Eye 
hen select the frst Blur layet, 
rename it to В, and change the mode o Lighten (Figure 5.30) 


icon in the Layers panel), and rename it to Burda: 
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“Lighten mode applies the layer only where it can make the underlying image 
Higher Because you applied blurred shadows into highlights, the highlight the 
Lighten Blur layer are nor as bright, so you can see the light lines from the original, 
The blur covers only Ње darker parts of rhe image. Now, you'll wane to lighten the 
Blue Light layer so thar ir hides more of the light wrinkles, Being up a levels adjust- 
ment (Image > Adjustments > Levels) for this Blur layer (Figure 5.31). Push the middle 
slider 10 the left a lirle bie, so that more (but not allo the lighe wrinkles are hidden, 


титл beugen ie me nie, 


Now, we will reverse things for the other Blur layer. Тага off the visibility for 


‘the беч Blur layer, Turn on and select the top Blur layer. Change the mode to Darken 
(Figure 5.32) 


Figure een on йин heimige 


We ned to do something similar to darken the Blur Dark layer to hide more of 
the dark wrinkles, As before, select Image > Adjustments > Levels (Figure 5.33). This 

‘ime, push the middle slider о the right to darken the layer slightly and cover up more 
he dark wrinkles 
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When the two Blur ayers are set up, you can adjust the opacity of Lighten and 
Darken blues independently ro get the desired akin-smoorhing Коо. The final version 
sies an opacity of 45 percent for the Lighten Blue and 30 percent for the Darken Blur 
layers, The overall skin texture is lightened sightly, and rhe wrinkles are smoothed 
Without being removed. No cloning or healing was done I you are ambitious enough, 
you can record all che steps to generate this eflect э an action. Compare the new version 
With the unsmoothed version to see just how far we've taken the photo (Figure 5-34) 
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"The final retouched version (Figure 535) achieves а skiamoothing effect 
Without obliterating the actual skin texture. This effect makes no attempt to remove 
wrinkles, but instead focuses on smoothing the texture of he skin in a subtle ways 


every detail is still there, past slightly less intense. 


Beauty Retouching 


When you mention retouching, people often think about the impossibly flawless high- 
fashion models and cover girls they seein maga 


nes, In this typeof photography, 
alis, Instead, photographers try to create а believable 
impossibility. Flawless skin is expected; but at the same time, the skin shouldn't look 

like plastic. Ofen, the challenge is to create this lect with subje 
‘close to ideal raw material. Youll need to know how to completely resonetruct the 


there i no rel anempr to Бе 


skin if an assignment calls for it Of course, nothing is impossible nowadays 


Im this example, we will work with rhe shot of an attractive woman in her fif 


ties (Figure 5.36). 


Е 


In our youth-obsesed culture, itis not surprising that photographers are asked 
to take 30 years ой he aces af various authors, musicians, actors, and actresses. Из 
mich harder to sce skin details on television and motion pictures ín general, not just 
because the resolution i lower, but things are moving so people are often unaware just 
how old ome of their favorite Мой ae, With this in mind, we are ging по completely 
rebuild this woman's skin, 

Much as we did in the previous example, we'll start by making а new layer. In 
this case, we are going to duplicate the background image by dragging the thumbnail 
in the Layers panel to the New Layer icon. The strategy here ito blur this copy as the 


basis for the new skin, so ers rename the ayer (by double-clicking the Background 
Copy name next to the new thumbnail) and сай it Surface Blur (Figure 537. 


pues 
одделни унаанын gos 


Choose iler» Blur > Surface Blue (Figure 5.38), Surface Mur i fler [aew in 
Photoshop CS2) cha is especially useful in this application, This blur mana 

major edge transitions, ht ital manages to create a very smooth blur. The Radius 
slider controls the intensity of the blur, and the Threshold slider controls how much of 
the image stays sharp. Higher Threshold settings have a greater blurring effect. Youll 
wana to айм the sliders so chat you can completely smooth the wrinkles and skin 
‘texture while leaving maor features sac (Figure 5.39). 
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We will ide this Blur layer with a layer mask. Hold down the Option/Ale key 
and click the Layer Mask ican at the bortom of the Layers panel (Figure 540). This 
ction creates a Black layer mask and hides the Blue Layer while revealing the original 
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Now simply pate tato the Layer mask with white во cover the ares of skin that 
yon want to smooth (Figure 5,41), The area you are working on can be difficule 


H 


see i£ you've covered everything, You can toggle off he visibility of the Background 
layer to see if thene ме any holes, To do so, click the Eye icon: 
thumbnail а the Layer panel (Figure 3, 


tto the Background. 
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Carefully paint around all the areas you need o keep ће eyes, lips, ete — 
иий you've covered up all the "had" kin. At this pobor, you should have something 
that looks like Figure АЗ. 


A 


Figure 5 Warum eed pe as a 


“The skin will be smooth, but the colors and tone might be a lirle blotchy look 
ing. To fix this, make а new layer, but Option/Alecick the New Layer ican to bring 
up the New Layer Options dialog. Check the Use Previous Layer To Create Clipping 
Mask box (Figure 544) This will allow the 

the new Paine layer, 


task in the underlying layer to control 
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“Take a large soft brush, sample colors from the blurred kin (Option/Altsclick 
to turn the cursor into an Eyedropper and sample a color), and puis with a very low 
opacity то gradually smooth out the calor and tones (Figure 549) 


A tis polat, you'll wane to bring back some hint f the underlying kin. Select 
the Blar layer by clicking the thumbnail in the Layers panel. Push the Opacity slider 
to the ef a bit to bring back some ol the underlying layer (Figure 5461 
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Next, well use а technique similar the one we used ов my fce ar the begin 
ning of this chapter. However, this time Tve already covered the original skin with 
a blurred copy and pair, Now, 1 want to create a Dodge And Burn layer and dodge 


out any unattractive wrinkles that are left tbi i very similar to what T did before— 


except that 1 will use Overlay instead of Soft Light. Option Alscick the New Layer 
kon at the bortom of the Layers panel. This will bring up the New Layer dialog. Change 
the Mode o Overlay, and then cheek the Fill Wich Ova Neutral Color ba, This 
will ll rhe New Layer with SO percen gray, Make sure you check the Use Previous 
Layer To Create Clipping Mask bos, You want to keep using the mask you created 
with the Blur layer, Use the Dodge tol w dodge away wrinkles, In Figure 547, you 
сав see what Overlay Ink like ts applied as а Normal layer, en using Overlay 
this rime because the opacity of the underlying layers is less than 100 percent and we 
need the stronger application of dodging that Overlay provides. 
The subject's skin now appears to be very smooth with just a hint of its origi- 
nal skin terure. To keep the image frum ooking 00 plastic, youl seed toad more 
sd with all kinds of different approaches and Гуе 


texture to the skin, ve experimen 
revised my approach to texturizing skin a bie since the first edison af the ook 
have a few more ricks to share here, 

All of these skin texture techniques share a basic idea that involves рани. 
a texture into ав Overlay or Sot Ligh ayer. The basic one goes like this бем, cre- 
ate a new Gray Overlay layer. Option/Aliscic the New Layer con ar zhe boton of 
the Layers panel to bring up the New Layer dialog. Check the Use Previous Layer To 
Семе Clipping Mask box, select Overlay from the Mode drop-down, and check the 
Fil With Overlay Neutral Color (50% Gray) Бок (Figure 5.48) 
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The Layers panel should look like Figure 549, The last three layers ceat 
are being controlled by the opacity and layer mask of the Surface Ме layer, To et 
a benter dea of how the Texture layer is going ш aec things, 


mporarily push the 
Opacity slider for the Blur layer bak 1 100 percent. You won't see any of the original 


texture, but you will be able to see the new texture you are about to create, You will 


aso see the dodge lies where you lightened he wrinkles; you can temporarily turn 
off he visibility of his layer if you nd i distracting. 

Select the Overlay Texture layer and run che Noise fier on i (Filter > Noise > 
Add Noise Check the Uniform and Monochromatic boxes, and add enough noise 1o 
make rhe image look like an old fashioned, grainy, Биз image (Figure 5.50). 

The ideal value in the filter dialogs depends on the size and resolution of che 
le As such, no hard rules can apply о all images. You have to develop a fel for this, 
and sometimes you have to make a test print to judge а subtle elect such as none. 
Remember that you can always change the opacity of the texture layer i reduce the 
intensity of he noise. What we're really looking for is the size of the grain Don't 


во overboard because the size will swell somewhat în the next step, bur don't be 


timid either, 
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Many photographers stop here, but hi nose ts too sharp for our purposes 
With the Gray Overlay Texture stil selected, run а Blur ier (Filter > Blur» Gaussian 
Blur). Use just enough Blur o soften the edges of the noise without completly 


smoothing it out [Figure 5.51). 


“This texture can be used quite successfully by reducing the opacity of the 
кеше as well as the smoothing layer, The interaction berween the original texture 
and the new texture helps hide the original skin defects without rendering a plas 


smoothness о the skin (Figure 5.52 bottom). Compare the results wich the original 
(Fire 552 top) t see how effective this can be 

The problem here, as with all artifical skin textures, i thar it 00 uniform 
and consisten across the entire surface. Thus, t behooves you o create a library of 
iren skin textures that can he applied to different areas of the ace or bod 

Let's start by saving 


хо Best skin texture as a patter est, remove the clipin 
mask fromm the Texture layer, (A quick way to doris st Optin/Alscck on the line 
dividing the layer from ts clipping layer (Figure 5.53). Notice thar rhe cursor changes, 
indicating the clipping mask function (you can OptionlAlcchck again to rec). The 
Layer thumbnail will рор о the left in the layer stack—change the opacity to 100 
percent and the apply mode ta Normal, The Gray Texture layer will now completely 
cover the image, 
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Select all Сокина Сой) and then select Deine Pattern lom the Edit 
menu. When the Pattern Name dialog box opens, give the texture а meaningful name, 


as shown in Figure 5.4 


Or 
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Rane 554 Maene he punen hog en jan sal мин. 


Congratulations! You've made your first pattern Tur olf the visibility of this 
aye [You wil use it 10 create more texture patterns later; you can delere a 
you're done making patterns) To add he texture back it using the pattern you just 

crested, hold dwn the Option/Al key and select Pattern from the Adjustment Layer 


коа at the ho 


es of the Layers panel (Figure 5.55) Set your layer options the same. 
way you did forthe Gray Texture layer (Figure 5.56). Click the Pattern thumbnail ia 
‘the Pattern Fill dialog and select your new gray patter (Figure 5.57 
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“This pattern applies the texture Ще same way the original aye did. However, 
the beauty of using patterns, besides being able to recall them easily, is that ou can 
scale them. Double-click the Pater Fill Adjustment Layer thumbnail in the Layers 
panel and youll etur to the Pattern ЕШ dialog, where you can change the scale per- 
centage to suit your needs; scale i up or down to ie the texture to march he image 
This seale factor can completely alter the look of the texture. 

Let's make another pattern, Return to che Blurred Моне layer a create a new 
кў, blurred noise image, and hon run the Emboss fler (Filter > Style» Бабо) 
This will generate a more thres-dimensional effect, In many cases, you can introduce 
a bile wrinkle into the texture (Figure 558) 

Save this as a pantern, run а slighe Gaussian Blur on the texture, and save rhat 
as a variation, Another ching T ike o do immediately after running the Emboss filer 
‘st selects Edit» Fade Emboss [Figure 5.59} then reduce the opacity of the emboss to 
return some of the original nos texture (Figure 5.60), Save this and try another one 
starting rom he basie, blurred aoise texture. Run the Emboss йет again and Fade, 
Put this rime change the mode to Lighten (Figure 561. 


————€^————M 


Fue эшим. 


Венк Пешин ae rat 


These different textures can be used to give the smoothed skin some realistic 
variation in texture, Use different textures on the cheek, neck, and chin. You should 
also vary the intensity of the retur across he face, The jaw ine usually has less texe 
сие than the checks ое around the mouth The nose is alo usually a lor smoother, Use 
а layer mask o introduce fine control oer the opacity of the texture in different areas 
Ute the original skin texture as а guide foe the relative strength of texture in the vari- 


Note: Alta oshin “patterns” is arabe on the website vario con 
One lase asle wick! Often, with all chis skin smoothing and retouching, we 


tend to lose or анде the subtle highlights on the skin. To enhance the natural spar- 
Kle, use technique like to сай “pie dust." First, select the Blue channel in the 

Channels panel and drag the Channel thumbnail to the mew Channel icon at the bo 
tom of the Channels panel (Figure 5.62). This creates a new Alpha channel thar you 


create a selection for the highlights. The Blue channel is always the darkest 


dor faces, and itis the perfect starting place far the high-contrast mask we're aiming 
for. Call up a curvos adjustment while you have the new channel selected (Image > 


Adjustments > Curves (See Figure 5.63) 


mad 


Use a step curve o create a very highecontras effect. You want the major planes 


o pure white and everything es to go very dark (Figure 5.64) 
Now, take а brush and paint everything that is not a skin highlight black, Paint white 
into areas you want to highlight more (Figure 565) Finally, run а Gaussian Blur to. 
smooth out any texture (Figure 5.66) 


Reselct the RGB composite channel and Command/Ctlclick the new Alpha 
channel o load a selection forthe highlights (Figure 5.67). Then, create а new 
layer by licking the con at the botram of the Layers panel and fil the selected area 
with white. И ве highlights are оо broad, you can "choke" them by clicking the 
Layer Mask icon at the bottom of the Layers panel while the selection i stil active 
Figure 5.68). The major planes of the face will rake on a white glow (Figure 5.69). 
There are a number o 


differen things you can do, including reduce the opacity 
and change che Apply mode 10 Overlay. ТИ show you how to apply this in an 
unusual way. 
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Change the Apply mode ofthe White layer to Dissolve and reduce the opac- 
ку until rhe face в covered with а fine, even speckle (Figure 570). Select the layer 
fight underneath his une and make а new Gray Overlay layer (Opion/Alschck on 
she New Layer icon at the bottom of he Layers panel and se up the resulting dialog 
with Overlay mode and “Fill with Overlay Neutral Color". Name this layer Pis 


Dust (Figure 5.71). Select he top “white” ayer, and hon select Merge Down fm the 


Layer Options yaway menu at the upper-righr of the Layers panel (Figur 572. 
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This is che last step; promise, Run a Gaussian Blur on the Pixie Dust Overlay 
layer o just knock the edge ой. Then, reduce the opacity to “dust” the highlights 
With а lie sparkle, You want a keep this very subtle, and you might want по mask 


кой of mare areas with а layer mask Гат exaggerating it a bi in Figure 573 because 


want to make sur you can see it, In practice, you want to keep this very subtle, The 
dusting” adds just a litle extr texture to the highlight areas tha might have gone а 
bic 


REP 


For the inal retouched version (Figure 5.74), 1 brightened the eyes (enlarged the 
pupil, brushed in some subtle eye shadow calor, and performed alle edge burning- 
(P tell you more about edge burning in Chapter 8, “Parting Shots") Because all of 
the retouching was performed in layers that are controlled by rhe Surface Blur layer, 
you can reduce the ораску of that layer a le more И you want a mare realistic ren- 
dering (Figure 575). 


Note: The finished Photoshop document with al the layers is available onthe un 
"— 1 


Profesional photographers ate frequently asked o improve even young, clas 
sically beautiful models. Take а look at the results of this same sort of approach in 
Figure $76. [The original is on the left; the retouched version is on the right 
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Subtle Retouching 


Extensive retouching is not always appropriate For example, you aret going to turn 
the sweet old lady in Figure 577 тов 20-year-old babe. You can enhance this image, 
but you certainly must resist any urge to remove wrinkles or other sign of aging 
because it would be perceived as undignifid, In cases such as this, I prefer to simply 
dius the skin color to give ita somewhat healthier tone. 1 might work on the makeup 
bit and liven up the eyes by enlarging the pupils and catch lighus; however, 1 don't 
want to make her look like anything other than what she is 


For the final version (Figure 5.78), 1 used a HuefSaturation adjustment layer o 
equalize rhe skin color and increase the saturation in the kin and hair a bit to give it 
healthy glow. I pur a litle light into her eyes, and I very slightly worked the wines 
with a Soft Light layer. The fishing touch was the blur uf the background. T did this 
by deag-copying the background ino a new Layer, running a Blur ltr [vou can use 
Gaussian Blur or even Lens Blur) and then hiding the blurred layer with a Black layer 
mask (Option/Altselick the Layer Mask icon at zhe bottom af the Layers panel), T 


painted the blurred background over the underlying layer (use white t pain inro the 


Black layer mask), We'll do more of this background blurring in Chapter б, "Special 
Effects” 


When you are preparing this type of retouch for final printing, you should avoid 
sharpening the skin, We will o over sharpening techniques in Chapter 7, “Preparing 
doc Print." For now, just be aware that you want vo avoid sharpening wrinkled skin 
this goes s long way toward minimizing the wrinkled look, In most cases for natu- 
sal portraiture, less is more, Simple things, such as enlarging the pupils and working 
catch lights ino the eyes (as discussed in Chapter 3, “The Color of Skin"), can work 
wonders without looking as though things were altered. 

Subtlety is especially importan for shots of mature men. Wrinkles аге like war 


scars, badges of honor for someone who has lived а good life, Be very careful abo 


removing them. The gentleman in Figure $79 has earned his wrinkles, and you might 
wantto emphasize them. 


When in doubt, ask. Some people are vaine than others and even older men 


sometimes want to look younger. For the most part, however, youll want to concen- 
trate оп obvious defects, such as red blotchy skin, and subtly minimize wrinkles. 

In other situations, you might want to emphasize wrinkles for effect, This image 
from Audey Stein shows an older Hindu gentleman (Figure 5.80), He has clearly lived 


a good hard life in rhe sun, and you might he inclined to bring ou the leathery qual 


his ski. To achieve rhis, you can use a special type af sharpening. (I will cover 
more sharpening techniques in Chapter 7) First, duplicate che Background layer and 
immediately desaturat the new duplicate (Image > Adjustments > Dessturate (See 


Figure 5.1, Now, run the High Pass ier (Filter > Other > High Pass). Aim for a kind 
bas soil effect using higher radius settings of maybe 15 o 20 or so, depending on 
the resolution of the image (Figure 5.82). Change the Apply mode of this Gray layer o 
Overlay. The image takes ов а lot of extra contras (Figure 5.8) 
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“This man has fairly dark skin. You might want o prevene the Overlay efect 
rom adding any darkening contrast and ии r to just lightening the highlights of the 
shin, To do this, you can use advanced blending options. Double-click into he area to 
the right of the High Pass Overlay Layer thumbnail in the Layers panel, This brings 
up the Layer Style dialog (Figure 5.84). Look i the Blend H area and move the This 
Layer gradient dider te he right unt the setting changes to 128, the mid gray point, 
A his poit, по effect occurs in the Overlay calculation. Only the lightening part of 
the Overlay layer will айест the underlying layer, 
For the final image (Figure 5.85), 1 doubled up oa the Overlay layer by dupli- 


кашы it (dragging to the New Layer icon at the borton of the Layers panel) a couple 


of imes and maski 


a ар equalize rhe highlights across the faee (Figure 5.86). 


Compare i to the original image în Figure 540 to se how much extra texture we 


brought our in his face. 
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Figure Thinning Techniques 


“Make me look thinner!” Depending on the nature ofthe shot, a amber of different 
techniques can be used fo his very common request. Extreme cases involve a lot of 
теманар, but the most common problems can Бе fied very easily. Most people 
dot have perfect bodies; even attractive models can be capeured in less-than-flattering 
angles and need some amount of corrective retouching. 

One very simple approach can be illustrated by the example in Figure 5, 


This 
Nacknail photo was taken on the occasion of my ffcieth-birthday party. Lam making 
fool of myself dancing wah my daughter. (Yes, that’s really my daughter) Look a 
isle wide în the hips here, e's been quite а while since 1 had a 30-inch wats, and Id 
ще o look tle thinner ia this shor, This sort of situation, where you hav a subject 
who ва too bad bur who wanes to look thinner anyway, is very common. 

To begin the digital makeover, make а simple rectangle selection around the 
figure and press Commande (Ctrl го copy the Sure io a new layer. Reselect i by 
CommandiCisbclickng the thumbnail in the Layers panel. Then do а free transform 
(Image > Transform > Free Transform. Squish and stretch the figure by pushing and 
pulling on he middle handles s that the gure becomes taller and thinner, A lind bit 
goes a long way (Figure 5.88) 


"The only thing that really gives away the trick is how squashed the head looks 
To correct и, select the original head in the underlying layer and copy it into a new 
layer at che top. (Press Commsnd+Option+]/CilsAli] and drag to the top. Position 
the original unsquashed head over the squished body, and voilà! You have a thinner 
sme (Figure 5.89). Clone a lite bit around the background to clean it up, and you'll get 
Figure 5.90 

The next example is more complex, bur it just as common (Figure 591). A 
simple x-y stretch will aot correct the problem. The dance really needs a rummy tuck 
This ype of retouching used to require а lot of careful work with the Clone Stamp 
tool. Fortunately, ever since Photoshop CS you have he Ligify rool, which works 
much etter. The Lily rol is actually a kind of supere wich й own interlce. 
and set of tools, 

Copy the background to a new layer and choose Filter > Пан, A new window 
Will appear with a preview of the image, a set of tools in the upper et, and a pane of 

By default, the Forward Warp tool is selected. Yow 

san use this rool to literally push in the rummy. 


sontes at the righe 


Adjust the brush size in the right-hand panel until itis big enough 0, more 
or less, cover the stomach aca. Кейисе the Brush Density and Pressure to about 30 
or even lem; this will cause the tool ta work more slowly and give you mare control 


Brash the stomach in, and you сап magically push the image around as if it were plas 


"ic gel (Figure 5.83), I you work slowly and gradually push things ино the final shape 
you can avoid lumpy bumpy effects, 


Note: Desorolinbozinaigaon mm wo inside te Laut inc saye a 
Anom nby presong and ag per pa andan, 
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You can do a lor of detailed reshaping using this technique. When you are sat 
ined with the results, press OK. Thars и. For the final version (Figure 5.94, Lalo 
Hipped the hair and trimmed her aem bit did ie all using the same Liquify brush, 
This kind ul retouch o easy that don charge fo it if my len is he sub- 
ject, In fact, often just о ahead and do this sort of thing without telling them. Your 
subjects wil always be happy with the пес version and typically compliment 
you on your excellent photography. [There is no sed ш spoil their illusions by show 
ing then the untouched version.) Of course, if the dient is an ad agency, vou should 
make sure they know you are doing the retouching. You can charge for it and get 
input on any other changes they might want. The more people who are involved in the 


dcin making, the more nit-picky the etouching demands will be. 


another example that demonstrates how much figure slimming 


you can perform with the Liquity 


d diferen techniques using examples that 


йет 


ticularly suited ta а specifie technique. Most а 


on the lookout for novel solutions to unique problems. Perhaps 
he used adjust an expression у, cul the lips subi, 
or open a sleepy eye. Combine techniques in different ways. Adjust opacities mare 
or less to suit a particular image. Use different kinds of noise ar embossing effects in 
skin tecture layers. Don't ust apply the steps outlined here in formula way. Keep 


experimenting and you'll discover your own techniques 


Special Effects 


Ever since the movie Jurassic Park, the general 
public bas associated digital imagery of any 

kind with special effects. This is true with. 

digital photography as well, and often people 

assume that some trick is involved just because 

ап image was shot with a digital camera. Not 

all digital imagery involves trickery, but I 

certainly don’t want to disappoint anyone = 
hoping to learn a few special effects. This 
chapter will explore a few techniques that Е 
are uniquely digital, even though they may i 
simulate traditional photographic effects. The 

focus will be on useful photographic effects 


commonly used with people photography. 
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Soft Focus. 


Sole focus oe diffusion effects have been used in photography since the exsist days 
When photographers sogh to emilateimpressoniste paintings (which were, in turn, 
influenced hy the perspective rendering ol the camera), Sot focus became very popu- 
lar with people photography because it hid skin defects and suggested a sense of glam- 
our and romance. Some Hollywood stars insisted an always being photographed with 
a цоо fiker, Photo 


op has several ways то simulate the lock of traditional di 
fusion filters, as well as some other soft-facus eflct har go beyond what is possible 
With traditional methods, The biggest advantage to the digital approach, of course, is 
that you dort have o commit to а particular look at the time of exposure. Instead, 
you have the luxury of experimenting with different looks at your leisure after the 
shoot in a nondestructive way. We will explore a number of effects using the image in 
Figure 61. 


Basic Diffusion Effect 


АП of he following sofefocus ебола stare with this basi technique, 
X — Duplicate the background into new layer by dragging the thumbnail to the 
New Layer icon at the bortom of he Layers panel Figure 6.2), 


2o With his layer selected, а 


voe Fiker > Виго Gaussian Blur. Ser the radius high 
enough to get a good bur but stil be able ro identify the major fatures—ees 
lips and general silhouette (Figure 6.3). 
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Reduce the opacity ol he blurred layer со being back some ol the sharp image 
Underneath (Figure 64). This is Very similar to what happens when you oar 
With a diffusion filter on the lens. The only problem wich this is thar the blur 


also reduces the contrast of the image because shadows are blurred into high- 


lighus and highlights are blurred nro shadows, 


You can compensate for this with а contrast-enbancing Curves adjustment 
layer on top of the Blur layer (Figure 65), Ве careful with the curve; you dant want to 
eliminate the glow efec that the Blur layer gives you. In this example, rerurning the 
‘highlights o white и more importan. Е you try to bring the midtones back down 
Where they were, the glow effect of the Ыш will be hidden- 

Steep S-curves such as this will also increase saturation in RGB. Yon might 


want to change the Layer mode for the curve o Luminosity (Figure 6.6). This will 


айал only the contras of the image without affecting the olor 


you would like to keep some of the increased saturation, you can duplicate 


the Curves layer, change the frst one hack to normal, and reduce Ве opacity о. 
percent. Reduce the duplicare to 60 percent; now youll have the same contrast with 


justa little it of the increased saturation (Figure 6.7). 


Screen Diffusion 


Let's retur to the original two-layer version without Curves adjustment layers, 
Changing the mode of the blurred layer to Sereen creates an interesting variation. 
Screen lightens the values in the underlying layer with the blur so you can change 
the opacity back to 100 percent and he sharp underlying image will be clearly 
visible, Al the values are elevated with che highlights bleeding into the shadows 
(Figure 6.8) 


A Curve adjustment is necessary to bring back the screen-lightened vales. 


This time, to preserve the impact ol the blurred highlights, place the Curves adjust- 
тем underneath the blurred layer: select the Background thumbnail in the Layers 


panel before creating the Curves adjustment layer (Figure 6.9 
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Notez Ins sample e raised the black pit of the urve because dort want the 
ick pointin the image to go below a level of ar mre about ck pisse Chapter, 
The Colorat Sin”) 


w than normal blur diffu- 


Sereen diffusion creates a more intense highlight gk 
and this can be quite artracive with certain images, However, achieving enough 


irast by using а simple Curves adjustment can be difficult. You might need a mask 
өй the fec from areas where you want detail to show. To accomplish this, pu the 


blur and the curve adjustment in 


л, Select the Blur Layer thumbnail in the Layens panel. Press and hold the Shift 
key and then select the Curves adjustment Layer. Both layers should be high 


lighted in the Layers panel 


а, ваши New Group From Layers in he Layer Options flyway menu at the upper 
right of the Layers panel (Figure 6-10). The two layers will be placed into a 
folder in the panel; his container can be treated as one unit în the Layers panel 
эйи were а single layer. 
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а, Wih the group selected, click the Add Layer Mask icon at the bottom of the 
Layers panel (Figure 6.11). 


Mabe o. 


Once hi layer mask iin place, райи into the mask with black over the areas 
through which you want the original sharp layer o 


Ta chis example, Гуе masked 
off the eyes, lips, hai highlights, and other small details (Figure 6.1 


Multiply Diffusion 


You may have guessed that you can also change the bending mode o Multiply, This, 


cours, has the opposite effect of Seren. The shadows bleed ino highlights and all 
values are darkened, Ia this example, che abject а falely low key, meaning thar dark 
rones dominate rhe image. А Multiply blur would not have the same impact on such a 
dark image. les woeth experimenting wich Multiply Mur on lighter images where the 
subject is against a lighter background, such as the one in Figure 6,13. However, you 
would need to apply a lightening Curves adjustment to compensate fe the darkening 
бел of Multiply (Figure 6.14. 
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return to the осу model for something ite different. DI show you how to 


return to a two-layer version without Curves adjustments. АП of the difusion eflects 
Pe shown you have had а contras reducing cet, Something different happens when 
you change the Blue Layer mode to Overlay (Figure 6.15) You can see an increase in 
conta and col 


worte "es 


Curves ae called far again, but this time we need to reduce the contrast, To 


maximize the impact of ће Overlay blur, place the Curves adjustment layer under 
neath the Blur layer. You can wo 


with the Overlay on top. The inverse S-curve shape shown in the example reduces 


he midtone contras and raises che low values o combat the increase in contrat 


Figure 6.16) 


For the nal version, 1 placed a Hue/Saturtion adjustment layer above the Blur 
layer o reduce the saturation tle. Then, all the layers above the background were 
nop and а layer mask was used o bring back sharp details rum the original back- 
канш! image (Figure 617) 
Overlay blur снеме а subtle glow effect that docs look blurred and has 
an interesting glamour-enhancing glow 10 it. Iris alo worth experimenting with 
se blending modes t ad 


ieve other variations on the haic blur-on-top effect 
Cleary, vou can ше it to go well beyond simulating traditional Alter effects using 

digital techniques. The power of layers and Layer Blending modes can be utilized in 
many different ways. Let's look once again a some traditional Mur effects for more 


Depthof Feld Effects 


Limited depth of feld, where a very narrow plane of focus is used tn provide visual 
raphy (Figure 6.18), The Japanese refer 


interest, has a long tradition i portrait phon 

10 be special quality of out-of-focus areas in a defocused lens as bokeh, and the subtle 

bokeh of certain lenses is very hard то simulate successfully with digital rechnique 
bokeh effect most strongly at the upper-right 


This portrait by Anthony Nex shows й 
er in he hair and ear, 


A very common use for the limited depelrok feld b 


eh îs to throw a back 


ground ош of focus to help separate the subject from a busy background, This shot 
o my friends Rosa and Emil has а background that’s а БИ distracting [Figure 6.19, 


Ideally, ic should be а Бойе more out of focus, so we will use digital techniques to 


The basie strategy ivo duplicate the background into а new layer, as we did far 

the diffusion techniques, blur this duplicate, and ше a layer mask to hide the areas of 

the image that we'd like to keep sharp: 

1. Duplicate the background to а new layer by dragging the Background thumb- 
tail to the New Layer icon at the bottom ol the Layers panel (Figure 6.20). 
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Select bur filter. You could use the venerable Gaussian Blur Kiker (Figure 6.21), 
hue this lur ес has mo sense of bokeh, Everything is blurred in a uniform. 
manner; it doesa't look like an out-of-focus lens capt. 


Gaussian Blur would serve the purpose, but we are looking for more than just 
utility ere Let's top for à moment and examine the other possibilities, The Lens Blur 
dialog Filer > Blur > Lens Blur, Figure 6.22) has a very large preview and a number 


of advanced options that help simulate a lens Маг eet 
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ылыам Ноте curate Tbe Faster and More Accurate check boxes provide an option 
for slower machines or especially large files where you might not want to wait the 
extra time for the eflect o render. The difference between the rwo options is subtly 
however, if you have a fast machine, there's no reason not to use More Accurate 
Deptt Depth Map allows you to load an Alpha Channel mask ro control where 
the bur i applied. This is sometimes а good option, bur we're so ging o take the 
time to build a mask for this example. 

Ins. Iris is where you control the intensity and look of the effects you can load dif 
derent shapes meant to simulate the diffraction effects of the Fstop iris in a lens, This 


effect тон visible when there are small points of white highlights. The radius con- 
trols the intensity of the blur (higher radins equals more Ыш). Blade Curvature and 
Rotation affect how the iris image is rendered when itis visible in the effect. 

зевай Намна Specular Highlights allows you to keep the brightness level up in 
highlights. Digital blur efect combine all pixel values together such tha shadows 
eod ино highlights, reducing the brightness. Real lens optical urs do not do this 


because the dynamic range ol the real world ts thousands and sometimes millions of 


times greater than what can be represented in typical digital file. The 


lower dynamic range of an S-bit digital image cause highlights o abs the blurred 
shadows and appear duller. The Brightness slider introduces brightness hack into the 
highlights to compensate for this effects Threshold sets the level at which this bright 
ness is reintroduced. 
aie Finally, because digital blurs can introduce banding, there is a Noise section 
Where you can add hand Killing noise o the effect 

Despite all the sophistication of the Lens Bhur ite, ie still falls short of the 
subtle bokeh of seal lens blur. Part of the magic of bokeh is the way seal lens blur cre 
ates abstract geometries and subtle double images. Notice the overlapping octagonal 
shapes in the eal bhar of Figure 6.23. 


Adobe introduced a mimber of new blur fiters in Photoshop CS2, and one of 
the most interesting has great potential for simulating lens bokeh, The Shape Blur fil 
ter (Fiker > Blar > Shape Blur) allows you to load a library of shapes to create abstract 
хва and double imagery based on а specifie shape. The result can be used tn 
approximate bokeh (Figure 6.24), Experiment with the various shapes to find a look 
that works with your specifie image. Outline shapes have a more pronounced effect 
than solid shapes, 


Let's retur to the process ol adding bokeh to your image 


Add a Blur aye, using your chosen blur method, 


For maximum flexibility, make a mask fo the subjects and put a copy of the 
sharp background layer on top of he Blur layer. You should now have three 
layers: the original background, the Blur layer, and the sharp subject layer 


with the subject masked from che background [Figure 6.2 

5 An nbis poit, rhe image exhibits a prablem that s common when the hack 
ground is artificially blurred: there is a faint halo around the subjects where 
they have been blurred and spread into the background. Is best to fix this 


issue before you do the blur 
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6 Throw away the Blur layer and мап over by duplicating the background into a 


new layer (drag the Background thumbnail onno the New Layer icon at the bot- 


tum of the layers panel). You should have а new layer between the Background 


and the masked subject layer. Turn off the visibility of the төр ayer by clicking on 


the Epe icon next to the thumbnail for the layer. Before you run he Blur fil 
lone parts of the background ino the edge of the subject. You want to make 
эше its edge won't bleed sto the background once you Ышт it (Figure 6.27 

You don't have to be extremely careful because you're going о blur the back 


ground anyway 


НИИ 


These has been alo of interest in the bokeh effect in the last couple al years, 
and now there ме several new plug-in filers that offer better lene blur simulation than 
what is available inside Photoshop. Alien Skin's Bokeh (Figure 6.29) and OnOne's 
Focal Poin (Figure 6.30) ae two good examples that offer a lot af contral as well as 
variety for the lock of the autofocus regions, 


E 


Lens Tit Effect 


Another popular traditional technique to achieve limited plane of focus is a lens tt 
«беа. Usually done with a view camera involves deliberately tilting the lens to place 
the plane of focus through a narrow area, such as the eyes, and throwing other areas 
more seriously out of focus than limited depth of field would normally accomplish. 
“This is another effect that i dificult to simulate digitally. Figure 6.33 i an example of 
э digitally simulated lens tilt elec by Anthony Nex. 


Figure the bape heed yey bane rel 
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Let's use the image in Figure 6.34 w look at one method o achieve this effect. 
T like w place the plane of focus through ber eyes, IT were using a view camera, 1 
Would il the lens forward and adjust the focus ве only the eyes were sharp. The 
top of her head would go ош slightly and the focus would fall off gradually down. 
her body ший it was very soft by her waist, 


Again, he basic approach to digital blurs is o duplicate che background and 


Br the copy so you can blend back to the original if necessary (Figure 6.35) 
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You wane to achieve а gradual transition from sharp to blurry; Lens Blur has 
‘the tools to create this effect using only one dialog box. To prepare for the effect, how 
ever, youll seed to make a special gradient mask. Add a layer mask to the duplicate 
ayer by clicking the Layer Mask icon at the bottom of the Layers panel. The idea is to 
create а gradient in the mask that is lack where the ejes are and gradually transitions 
to white at the lower third and lightens toward the rop of the head (Figure 6.36). The 


black area will be protected from the application of the Ms, white will receive the full 


blu, and gray area will be partially blurred. 


To create the gradient, frst make sure the layer mask is selected, and then select 
the Gradient tool from the Tool panel or pres the G key. Set the Tool options with 
Mack as the foreground color and choose the Foreground To Transparent gradient 
Figure 6.37. 


Place the cursor at the eyes, press and hold ве Shift key (o constrain the direc- 


tion o 90 degrees), and drag down m about her waist, Switch the foreground and 


background cole so that white is the foreground color (pres the X Кей and deag 


from the rop ol her ead o her eyes (Figure 6.38) 
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You can tur of be bottom layer to visualize the рагы of he image hat will 
ceive the blur (Figure 6.38). The more transparent aras will receive lest blur. If you 
think some areas should be blurrier, you can revise the mask by painting nto it with 
white, The more visible an area i, the more И will be affected. 
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‘Select the Image thumbnail in the Layers panel во that the mask is no longer 
selected) and select the Lens Мин fle (Filter > Blue > Lens Blur). See Figure 6.40. 
Select Layer Mask from the Depth Map drop-down menu. The gradient you 
just created will be used to control where the Mu is applied ro the image. The Blur 
Focal Distance slider determines the value where the blac will starts leave it set ar zero 
black in the mask) o begin and gradually increase the lur until it's at full strength at 
255 (ite in the mask). Different settings will push the blur int different areas of the 
‘mask and can lead to unexpected results. You can use this to fine-tune where the blur 


starts and stops in the image. In this example, because there are essentially two gradi- 


ents in the mask, the Har will be difficule o control successfully, so you should leave 
the slider at zero. Se the Radius slider ro the desired blur strength and add a small 


the image o control possible banding. When everything i ser and 


you're happy with the preview, click ОК. 
"When you retur to the image, you can thraw away the layer maski is 
m the top Blur layer 


unnecessarily masking part of the effect. Drag the layer mask fr 
to the Trash icon at the bottom of the Layers panel, and select Delete when you are 


asked to apply rhe mask. Now you can see the full extent of he bhur (Figure 6:41) 


Unlike wing the layer mask to partially hide a ane-level blur in the layer, the Lene 
Blur is applied at progressively higher intensity depending on the value in the mask. 
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any areas in the image are oo blurry, you can selectively mask them off 
with new layer mask to reveal the sharp image underneath T did this w 


the lips, 
Reduce the opacity o this progressive Blur layer 10 generate a progressive diffusion 


eflect. You can combine diffusion with the progressive Hue for all kinds f anteresting 
variations, Here is one that uses Overlay Blur Diffusion (Figure 6.42) 

The new blu filter plug-ins turn this multistep process into an easy applica- 
tion of a filter in one step. Besides offering more contral aver the look of she blur, they 
also allow for gradient application with feathering and directional ramping through 
interactive slider сомитов This alone makes these flere worth the price of admission 
(Figure 643 and Figure 644 

Treated the nal image using Alien Skin Bokeh (Figure ВАЗ). Compare this 
version with the Photoshop Lens Blur in Figure 641 


Film Grain and Noise. 


Digital photography is known for being smooth and grainles. Mostly this is consid- 
ered ta be an advantage Stil, there is something to be said for the subtle polit 

quality of flm grain, and there are times when grain or noise can be used fr artistic 
сн. Grain or noise can also be handy for eliminating banding and seıoothing gea- 


Чеш. Ге going 1 look at a few examples to illustrate he best techniques for adding 
rain to a digital image. 

The image in Figure 6.46 was captured digitally using a special Lensbaby soft- 
focus lens, The selective focus of the image enhances the mood and conveys a sense of 
oyster bu ir still seems js a little too soft to me, Somme selective sharpening helps 
(Т go aver sharpening in Chapter 7, “Preparing for Print"), bu the image could still 
se something else (Figure 647. 


Grain can enhance the apparent sharpness of an image, so les add some to 
this image and see what happens. Noise is the digital equivalent of grain, and most 
people would simply use the Noise filer (Filter > Noise > Add Noise). However, ls 
sain does nor look the same as digital noise, И you simply run an Add Noise filter on 
the image, youl pet Figure 6:48—a sort of dirty haze that reduces the image contrast 
because light noise covers the shadows and dark naite covers rhe highlights 

To combar his, use Не following technique. Hold down the Oprion/Alt key 
and click the New Layer icon at the botom of the Layers panel. This will bring up the 
New Layer Options dialog (Figure 649), Make sure you change the Made to Overlay 
and check the Fill With Overlay-Neutral Colar (50% Gray) check box 


There will be по change in the image because Overlay will affect the image only 
when values in the Layer deviate feom gray, Now, un the Add Noise filter on this gray 
Overlay aye, Zoom the image to SU percent maguúficanon to get а bete sense of 
how the noise level will lookin prin. 
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Overlay noise looks a lot more Ще flm grains the noise ramps off in the shad- 
ows and highlights, This approximates what happens when prin plugs up in the 
shadows and shins ours the clear highlights, The Noise Dialog options control the 
самост and intensity of the noise, The Amount slider control the intensity, but the 
radio buttons have а large impact on the lok of the naise- Uniform noise is smoother 
and more even (Figure 6.50 

Gaussian noise is clumpy and more organic looking (Figure 6.51) 

The Monochromatic check hax creates noise thar seven clumpi and doesn't 


have rhe random color component. Perhaps hest suited to BaW imagery, t has a mare 


intense contest quality (Figure 6,82 


Another strategy is to add a high level of noise but reduce the opacity of the 
Overlay layer (Figure 6.53). 
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Les look at some more noise techniques with this colorful image by Aaron 
Rapoport (Figure 6.54. 

H you want something more Ще color negative noise, you can blur the naise 
БЫ, To take the edge off the noise, run the Gaussian Blur filter at es than 1 piae 
(Figure 655, 

Change the Layer mode rum Overlay to Soft Light fora more subdued ft 
(Figure 6.56) 

Apply a Motion Blur on the Noise layer to create an inersog illustration vari- 
ation. Choose Filter > Bur» Motion Blue and apply а 100-pisel diagonal blur. Then 
apply Unsharp Mask (Fiker > Sharpen > Unsharp Mask) to increase the contrast for an 


interesting texture effect (Figure 6.57 
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Cross Processing 


Another traditional technique comes fram the word af chemistry. Crose processing 
technique that is very popular with fashion photographers, involves processing 

pe of chemistry, The most popii- 
lae type of crane processing uses transparency ос slide Bim processed as a negative, 
‘With this technique, photographers rte their slide film at high ISO (plus two stops 
oro) and then process he fm in C-41 or color negative chemistry, This results in а 
ssi negative with very saturated colors and no orange base color. When printed, 
the images have lurid colors with odd crossover colors in the shadows and lot of con- 
rast. The exact effect is very hard to predict, and many photographers have their own 
secret way ol exposing and printing the cross proces look, 

‘This is another difficult eflect to simulate digitally, but I have developed a 
method that gives you а lot of flexibility and contro wich the same kind of happy 
accident discovery as he traditional wet chemistry technique. This technique is Бау 
involved, о follow along closely, 


‘either transparency ог negative lmm in the opposi 


1 Duplicate rhe background u а new layer by dragging the thumbnail o the New 
Layer icon at the bortom of the Layers panel [Figure 6.58. 

а. Were going o mimic the look of slide flim processed in negative chemistry and 
printed as a positive, solers start by turning the image йо a negative With 
the new layer selected, press 98+ [Cis + та invert the values in the image 
[Figure 6.59, 

% Now, make it look more Ще а color negative. Press and hold the Орнови 
Ale key and click the Adjustment Layer icon ко select Levels adjustment. Та 
‘the resulting Layer Options dialog, check the Use Previas Layer Ta Create 
‘Clipping Mask bos (Figure 6,60). When the Levels dialog opens, se the 
‘Output Levels în the Red channel, Black slider to 90; in the Green channel, 
Black slider wo 40; and in the Blue channel, White slider to 180. The results 
area good apprtmation of а color negative (Figure 6.61, 


Reselect the Background copy layer and change the Mode to Difference 
(Figure 6.62, 


Duplicate the Background layer again, drag и to the top ofthe layer stack, and 


change the Mode to Luminosity (Figure 6:63). The original tonal values are 
estore, but with odd color crossovers 


Name: [color negative) (Cree) 


E Use Previous Layer to Create Clipping Mask 
cole: (Cine) 
Mode: (Normal 38 Opec [200 Je] 
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Make a Curves adjustment layer on top of everything, but simply click OK 
Without changing anything. Change the Mode to Overlay. Overlay apples the 
normal image on top of itself, resulting in the enhanced contrast that is typi 
cal ofthe cross processed lok. At this poit, you can play around with the 
Overlay Curves to get the tone, color, and contrast you want for the eflect 
(Figure 6.64) 
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You саа also retur to the Levels layer and tweak the efect ol the color nega 
tive o modify the colors. Everything is available for revision—you can change 
layer opacities, change the Overlay layer ta Soft Light, Hard Light, or whatever, 
and watch what happens. You can put a HueSaturation adjustment layer at the 
top to further modify the color 

Because the effect is created in layers, you can mask aff specifie parts of the 
image. Selec the top layers and place them in а group, Add a layer mask for the 
group and paint out the effect where you want o bring back the original image, 
381 di for her face and arms (Figure 6.65), The chapter opener is another 
example where а cross process Inok was masked from the face. 


шше. 


H 


тения Gier. 


The croseproces look doen't have to be extremes you can use it to simply 
and subtly alter hues for an interesting look 


generate some cross-over shadow col 
(Figure 6.66 and Figure 6,67) 


Grunge 


The grunge lok has become very popular in the last few years, perhaps due va che 
influence of movies ike Sin City, 300, and other highly stylized, digitally rendered 
productions, The effect is characterized by a high-contrast, compressed tonal range 


Where a lot of textural detail is revealed by extreme midtane contrast, usualy ca 


bined with reduced saturation. This is often enhanced with dramatic rim lighting, but 
the basie effect depende on tonal adjustments in Photos 
Tl explore some techniques for generating this elec using this image of che 


sorka (Figure 6.88. 


The easiest way u 


experiment with the grunge loli to use the new HDR 

Toning adjustment in Photoshop CSS. First, duplicate the document because 

HDR Toning works only on flat documents and we want to have a copy то blend hack 

ишо as necessary. Then select Image > Adjustments > HDR Toning (Figure 6.69) 
When the HDR Toning dialog bax 


vns, ser the Method to Local Adaption. 
You can examine the presens; Бы the exact nature of the effect is very image depen- 
Чаш, so its usually best o just start wiggling the various sliders uni] you find a ook 


that you like (Figure 670) 


ибин Radius and Strength affect he overall sculpting of the eflect—amaller 
Radins settings give a less rounded ook. Most of he action happens in the Tone and 
Detail sliders, 


v kind of exa 
eral lightness and c 
slider and can be sed to intr 


lows. Work the gamma and ex 


w and Highlight 


s boost or sup 


rate much like the Vibrance and 
Youll find that you Ван 
ove after. Lo 


a variation with a darker background Бш harsher con- 
ons together and blended for Figure 6.72. 
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lec can be done in 


Clarity: 100% 
Backs: adjust for contras 


Brightness, Vis 


id Saturation: adjust to taste 


You don't have the same flexibility in Lightroom as you do with HDR Toning 
in Photoshop, but it can be a very convenient way of experimenting withthe elect 
especially if you are dealing with RAW fles You can render out wo Versions and 


blend together, as shown in Figure 675 


Tattoos 


Twos can provide some interesting challenges. In many cases, photographers simply 
accept what the camera captures. Photographing tattoo в just Like photographing a 
вота! subject (Figure 676), Making sure the tattoos have as much color and con- 
tras as posible becomes very important when the cents аге the unes with the tat 
тоон, They are often more interested in how the tartoos render rather than the overall 
impression of the photographs. Let's Look at a few tricks to enhance the tattoos on this 


Enhancing Existing Tattoos 


Fist, duplicate the background ito a new layer. Tattoos almost always lo 


faded shan their owner would like. For his project, the black lines of the tattoo need 


то appear darker. Change the Mode to Multiply to ger the changes in Figure 6: 


The tatoos are darker, but so is everything else. We need to keep the non- 
tattooed skin from getting darker. Double-click the Multiply layer to bring up the 
Layer Styles/Blending Options dialog, Change the Blend I drop-down to Red and. 
move the White slider (in either ayer) o the lefe uni the lighter skin fom the under 


ing layer starts to appear. 
To soften the hash transitions, reduce the poserize look, and bring hack 

more of the lighter skin, split the sider, Press and hold the Oprion/Alt key and push 

the lef hall of the slider to the er until most of he lighter skin appears (Figure 678) 


Hide this whale ayer wich a layer mask; Hold down the Option/Alr key and 
slick the Layer Mask icon at the bottom of the Layers panel. This will eate a Black 


Layer mask and hide the 
opacity, gradually brush over the tato with white (nto the mas to darken the lines 


эз ofthis layer, Select the Brush roo and, using a low 


Same areas will ecd а be darkened more than others; the more solidly colored sec- 
tion on her arm won't need o be darkened as much. Build up slowly and ry to even 
ош the darkness in the lines (Figure 679) 

sou want more darkening, you can apply a darkening Curves adjustment o 


the layer as you look a he combined result. The lines are certainly darker now, but 
Td ala like по enhance the coles and add more saturation, I don't want to add any 


saturation to the skin color, however To achieve rhis, well use а trick in the Lab color 


space. Choose Image > Duplicate and check Duplicate Merged Layers Only inthe dia 


log (Figure 6.80) 


Fue 9 ute lge tn a andit in hek re ne 


p ES 


irr O (сыш 
pod 2 


‘You'll ger a duplicate documen that the result of che work done so a. 
Change this document to Lab (Image > Mode > Color) Lab ia great color space for 
manipulating color saturation. Make a Curves adjustment layer by selecting from the 
Adjustment Layer con at the bottom of he Layers panel. Select Ве а channel in the 
Channel drop-down, Take the Target Adjustment tool in the Curves panel the litle 
Finger icon) and click in the image on an ares of light skins this will place а point 
on the а curve where the color of skin lives, We will leave this point unchanged and. 


stecpen the curve above and below that point to increase the saturation in every color 


vatis diferent than the color of skin. Pull che end points of rhe curve into a pro- 
nounced vertical line without moving the original point. Do the same thing for 
the b channel (Figure 6.81, 


Increasing the contes in the 4 and b channels amplified the saturation, Eten 
though you anchored the skin color with а point, some additional saturation crept 
into the skin color. To remedy this, you need o flatten the curse through that center 
point. Place two more poins on the curve nea the original anchor points and drag 
them to flatten the line near that point (Figure 6.82) 

This amount of saturation is needed only in the tattoos, not everywhere. Hide 
the Curves adjustment by inverting the layer mask, Make sure the mask for the Curves, 
adjustment is selected in the Layers panel, and hen press Ж + ИСКН +1, This changes 
the layer mask for the Curves adjustment to black. АП you have to do is paint white 
lover the colored areas of the taron in che mask (Figure 6.83). 


E 


At this poit, you could tap, convert the Lab document back ino your regular 
RGB workspace, and call а day. T like to save a layered version with everything in it 
so can revise things later if necessary. For maximize flexibility, put everything into. 
fone document with all layers intact. First, save the Lab document with the Curve, 
Thon, flatten the Lab document. Press and hold the Shift key (this ensures thar the 
documents will be aligned propery) and, using the move tool, drag this document on 
top of the original RGB document. If you are using the Application Frame in CSS, 
ye document wil be in d 


ib along the 


tap of the frame. In this case, drag feom 
inside the document window to the tab for the document you want to drap onto. 
Again, remember o hold down the Shift key. Change the Mode to Color so you can 
reduce the opacity of h 

tion of the underlying layers И you need different contrast (Figure 6.84). 
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Whar i£ you want to know what a tatoo would look Ше before you go vo all the 
trouble and pain) of having one applied for res 
but you couldnt necessarily se the tattoo the way others could. There are other uses 


fes, you could have а henna tatoo, 


for fake tattoos in photograph as well fake tattoos have been wed in movie posters, 
Iis actually easier to blend a tattoo image ino a photograph than i is to enhance an 


Well star with this shor af young woman 
(Figure 6.85) 


back and a dragon tattoo design 
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"There are many sources for tattoo designs, including some online (Check 
the licensing requirements before downloading and using images ur flash, as they're 
known in the tato trade) This dragon design was downloaded as JPEG file. L 
applied a small amount af Overlay noise to south И out and add а sense of skin 

Drag the dragon-design document on top of the woman's hack and change 
the mode to Multiply (Figure 6.86). The tatto ink only makes skin darker; there- 
doce, multiplying anything darker than white in the Tattoo layer makes the underly- 
ing image darker wo, As result, the tattoo automatically ende in with the 
image. 

Reduce rhe Layer opacity a bit, and resize the Tatoo layer choose Edit > Free 
Transform lor press Ж ТАБЫ Т) and drag the corner handles until the tuto is 
Sized correctly. At chis point, the wings f the dragon will extend past the woman's 
right shoulder (Figure 6.857). 
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H the tatoo were really on the woman's body, the design would curve toward 
the shoulder and dip at the shoulder blade, You can use Liquily о shape the tatoo, 
to follow the contours of the body, Choose Filter > Liquily. When the dialog comes 
up, make sure you check Show Backdeop at the bottom right so you can see how the 
design fis on the body. Use the Forward Warp Tool (Distort Brush in CS4 and earlier 
versions) to push the dragon design to ie (Figure 688) 
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"To finish, T added a White layer mask (click che Layer Mask icon at the borron 
of the Layers panel) and added some штей nois ro add texture to the black areas 
of the tattoo. als blurred the dragon design shi to suggest the way tattoo ink 
bleeds into skin (Figure 6.89. You can adjast che Layer opacity to give you freshly 
inked or a faded-and-aged look. 


Hopefully, these few techniques an serve as а starting point for farther explora- 
tions. Remember thar all of the techniques presented in this chapter can be mashed 
up in different combinations and blended together to create something new, such as 
the image that opens this chapter. will nish with this inal image by Michele Eve 
Sandberg [Figure 6.90). Here you'll od a combination of Channel Miser BW, HDR 
Toning-Grunge, plus Lab color enhancement for the tatoo, I all about playfully 
experimenting with the idiosyncrasies of digital image construction channels, layers, 


Hending modes, and colar spaces—these are your friends! 


Preparing for Print 


The final form of a digital image is often 
a print of some kind. To prepare for this 
eventuality, or at least make the image 
good enough to print, digital photographers 
must do a number of things aside from using 
all the creative techniques employed when 
working with tbe image on the monitor. Last 
minute tweaks frequently make the difference 
between a great print and a mediocre one. 
This chapter covers techniques that are 
particularly important in people pictures 


including: 
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Sharpening 


‘Whether they aee scans from film or direct digital captures from а digital camera, all 
digital images require some level of sharpening, Olten, some sharpening is applied 

automatically by the scanning sofware or in-camera processing. Sharpening is criti- 
calor CMYK offset lithography because the line screen has a fairly drastic diffusing 
effect on photographic imagery. People photographs printed with high-quality inkjet 
printers often don't need as much sharpening as other photographs, and many times 


the soft effect is desirable ta hide skin texture. Perhaps because of this, most photog- 
‘apes of people tend o ignore sharpening or, at best, treat it as an afterthought, 
applied as some kind ol dealt setting based on camera model, 

Sharpening is an art in tell. Good sharpening techniques can enhance almost 
any image and elevate an ordinary photo о an arresting image that jumps olf the 
page. Really sharp images have a three-dimensiomal quality thar is almost impossible 
to achieve without using some kind of edge-enbancing technique. Sharpening tech- 
niques were employed by the old master painters of the Renaissance. They placed dark 
lines next to light edge highlights to visually carve important detail into an image. 
Modern photographers use unsharp masking, a technique pioneered by astrophotog: 

ive ro enhance edge 
details in images of distant galaxies. Although the modern version af this technique 


raphers, whereby a blurred negative was sandwiched with a pox 


involves complex digital-image-processing algorithms the principle is the same. 
Sharpening is best done after the image in sized for final output, often as the last tep 
before printing. We will examine a couple of the best Photoshop sharpening: 


niques that are the most pertinent for ош work with people in digital photography 


Unsharp Mask 


Let's begin our exploration of sharpening from the Filter menu with the Unsharp 
‘Mask—rather than Sharpen, Sharpen More, or Sharpen Edgos-bocsuse Unsharp Mask 
offers useful adjustable parameters that the others don. 


“The Unsharp Mask fiter detecte edge transitions and applies dark and light 
halos around these edges. Most beginners simply run the fiter directly on the image. 
"Thi often results ia enhanced saturation in dark and light halos around colored 
edges, and it makes the artificial sharpening more obvious. You can see 

tion lect in this image (Figure 7-1) in the direct-apply version on the left. The version 


right was applied to affect luminosity only. In arder to avoid the saturation 
enhancement, yow can convert the image to Lab and sharpen the L channel or you 
can “fade” to luminance (Edit > Fade > Unsharp Mask, choose Luminosity in the dis- 


og) right after running the filter. Another approach is to run your sharpening ler 
Those methods prevent sharpening halos from 

acquiring saturated colors. When you sharpen in a separate layer, you gain the benefit 
is applied through the use of layer maska. 

Let's set p a basie sharpening routine for this image of a jazz musician. First, 


eror to Luminosi 


in a duplicate! 


of extra control aver how that sharpen 


Jers set up а Luminosity Sharpen layer—drag the Background thumbnail to the 
New Layer icon at the bottom of the Layers panel to duplicate it—and then se 


Luminosity from the Blending mode drop-down menu just under the Layers tab 
(Figure 72). After doing that, we will om to the best magnification to judge our 


sharpening eec. 
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Many experts will advise you o view the effect ol the Sharpen filter at 100 


percent used o do this myself. The sharpening effect at this magnification will 


appear at lot more drastic han it will appear at the final printed size. I prefer to judge 
the effect of sharpening at 50 percent. 
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Once youve momed о а 50 percent view, select the Unsharp Mask fler (Filter 
> Sharpen > Unsharp Mask) Compare the effect inside the dialog (where it is displayed 
at 100 percent) wich the 5O percent zoomed view (Figure 7.3. 
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Unsharp Mask works by enhancing the contest af rapid ronal transitions we 
perceive this as Dighe and dark halos around edges. The sliders in the Unsharp Mask 
dialog give you some level of contral over the ie and intensity af these halos, The 

Threshold slider sets the value change necessary beuee sharpening halos are applied 


This is primarily used wit images scanned from film to prevent the sharpening of 
еми. For most digitally captured images, 
Threshold slider seta zero, Noise, however, 


rin й а nonienue, so уоп can leave the 


be present in digital fles, especially 
When the camera was se to а high ISO. Therefore, he Threshold slider can be used 

to minimize sharpening of noise (push the slider to the right until you reach a setting 
Where ois isa't impacted, You can set the amount slider all the way о 500 percent 
because you are applying the sharpening to a duplicate layer, and you can use the layer 
opacity to control the amount, At this intensity, you can clearly see what the halos are 
doing to the image. 

The whole erick with using the Unsharp Mask fitr is to set the Radius high 
enough to adequately sharpen without being obvious at the desired print size. You 
‘might he surprised by how much you can getaway with; 1 almost always sharpen 
more han What think looks good onscreen. Adjust the layer opacity to bring the 
intensity down so the effect doesn't overpower the image. 

A uniform level of sharpening everywhere in the image often looks unnatural; 
you can use a layer mask on the Sharpen layer to refine how the sharpening is applied 
жанна the image. Tey painting With black into the mask to remove sharpening from. 
ski texture for instance. Our example image suffers lile bit (rom this uni 
level of sharpening The edges of the figure agains the white background аге a li 
коо sharp, lending the gure a cut-out look! You can remedy this with a layer mask. 

Make a selection fr the figure in the sharpened layer. Here it is easy to use 
the Magic Wand tool o select che background (clic an the white background). 
Shitscick to add areas that didt get selected. When the whole background is 
selected, go vo the Select menu and choose Inverse. The selection will reverse and 
youll end up with the ligure selected. 

The idea here is to mask the figure so that the sharpened edges of the igure are 
hidden by the layer mask, allowing the original unsharpened edges t be revealed in 
the underlying layer. To accomplish this, we need о “choke” the mask. TI use a new 
feature in CSS. From the Select menu, choose Refine Edge. When the Refine Edge 
dialog box opens, youl ind advanced controls for adjusting the edge of the selection. 
First, select On Black В) fom the View Mode drop-down (Figure 74). This reveals 
that the selection includes the white (and, therefore, the Hack) halos—you can se a 
white edge around mont af the figure, 

Check the Smart Radius check box under Edge Detection, and push the slider 

ghe until most of rhe white halo disappears, Smart Radius automatically nde 
the actual edge of the figure based on the distance feom the original selection you set 
in the slider. To really choke the selection, I st the Shift Edge slider to a negative 
value and contract the selection further (Figure 75), The beauty of the Refine Edge 
dialog is that you can adjust where he edge is while viewing the elf of the adjust- 
ment agains the higher contrast of the temporary black background. Click OK and 
you return ro the marching amts view of the selection. 


Now, to ide the sharp edge, click the Layer Mask icon a the bottom af the 
Layers panel (Figure 7.6). The newly contacted selection will be converted ino a layer 
mask that hides the sharp edge and reveals the original sharpened edge, The eflect 
is subtle bur a little more realistic because the figure now looks more like iti in the 
environment instead of pasted on ор of i. 
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To really appreciate the effect of sharpening, you should make test prints. e is 
often quite amazing how even a small amount of sharpening can enhance an image. 
Compare the sharpened version vo the original uncharpened version shown hack in 
Figure 7. 


Smart Sharpen 


Sharpening can supply lot of sparkle toan image. This effect is the result of the 


lightening halos. Unfortunately, f an image contains a lot of high-frequeney transi- 


tions such as tiny details, нежни, ос ine lines (hair), this “sparkle” can be distract 
ing, The shot of the belly dancer in Figure 77 has this issue If you apply a regular 
Unsharp Mask (ige, you run the risk of turning the sequins ino a rior of white 
speckles, Ideally, you want to apply more dark halos than light, Photoshop CS2 
introduced the Smart Sharpen ier that allows you to do just that. At always, make 
а duplicate layer to use to apply the sharpening. Choose Filter > Sharpen > Smart 
Sharpen, and you will be presented with a larger dialog that contains some additional 
features (Figure 78. 


Figure estare lps. 


When the Basie radio button is selected, you cam access the Amount and Radius 
Mider that control intensity and halo width, respectively. Jus helow these sliders, the 
хобм Gaussian Blur, 
Lens Blur, and Motion Blur. Gaussian Blur gives you very much the same effect ae 
straight Unsharp Mask, Lens Blur offers а tighter halo with some built-in Threshold 
to minimize texture sharpening in а subtle way. Motion Вин activates the angle con- 


Remove drop-down changes the sharpening ес o accom 


trol and applies the Sharpen halos along the axis perpendicular to the angle setting; 
line up the angle with the direction ofthe Motion Blu to remove the blur. Finally, at 
the bottom of the dialog is a More Accurate check box, This is perhaps a misnomer: 
checking this change the sharpening algorithm о generate an intense edge sharpen 
ing that has the tendency to introduce double edges and strange texture effets. Lam 
sill looking for an image thar is suited to che Mare Accurate approach. So fat, ve 
found that leaving this box unchecked yields the most natural looking effects 

The big advantage of Smart Sharpen appears when you check the Advanced 
заба button; this option adds a Shadow and Highlight tab Selecting the Shadow tab 
seveals three sliders Fade Amount, Tonal Width, and Radius (Figure 79) The inter- 
action of these sliders is not obvious. Fade determines by how much the darken halos 
эге reduced in intensity. Tonal Width determines the degree of darkening to removes 
if your Tonal Wideh setting is low, only very subtle darkening halos will be removed. 
This works kind of like the Threshold slider in Unsharp Mask. Higher Width settings 
remove darker halos lower Width settings leave the darker halos alone and remove 
halos rhat are less dark. Setting the Fade Amount to 100 and the Tonal Width to zero 
Will have no effects neither will setting the Fade Amount to zero and Tonal Width to 
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100, Radius appears to work relative 1 the basie Sharpen radius, and determining 
exactly what as doing is difficult, The Highlight tab works the same way with light- 
the Shadow 


ening halos (Figure 7.10). The best results for our example are seen wit 
Fade at zero and the Highlight Fade 
ening alos, but it reduces the rato af lighten о darken halo by hall, You still get 


100, This doesn't seem to remove all the light- 


significant sharpening with this approach, but the light Sparkle” docs overwhelm 
the image 
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Multiple Sharpening Layers 


Although it is convenient to contral darkening and lightening halos in one dialog, T 
Бай it much more flexible o achieve similar results using two Sharpen layers wich 
different blending modes. The idea is to apply regular Unsharp Mask to а duplicate 
layer, copy the sharpened layer, and use Lighten and Darken modes on these layers. 
The Sharpen effec will then be i two layers that can be controlled separately. This 
approach preserves the ability ro apply sharpening with a Threshold slider, as well as 
Lighten and Darken. 
%, Reruen to the unsharpened version and again duplicate the background ino a 
layer. Run Unsharp Mask: Amount $00, Radius 1.3, Threshold 6 (Figure 711. 
“This Threshold setting is just enough t keep the skin smooth. 
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2, Immediately after running the filer, choose Edit > Fade Unsharp Mask. You 


il be peca oh a tl als where pou cas change Си Needing mod H 
‘of che filter to Luminosity (Figure 7.12). H 
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3. Now you can ute the Layer Blending modes to control Lighten and Darken 
fects. Duplicate the sharpened layer and urn off ite visibiliry by clicking rhe 


Eye icon in the Layers panel, Target the original Sharpen layer and change 
Layer Blending mode to Darken (Figure 713) The image will now have only 
darkening halos, 

& Tuen on the top layer and change the Blending mode to Lighten; reduce the 
layer opacity to 50 percent (Figure 714). 


The resulting version of the image i very similar tu the Smart Sharpen version, 
but you can more easily modify the balance of lighten to darken without having то sun 
the fler again—and you have the added benefit of being able to use layer masks to 
modify the lighten and darken layers independently, 


Octave Sharpening 


The idea of multiple Sharpen layers has a unique application when you need a more 
intense Sharpen effect and need to minimize rhe visibility of wide halos. сай this 
technique octave sharpening because it applies ever-widening Sharpen halos in 
diminishing opacities similar to the overtones of a musical ote. The net effect of 
this approach is to create ramped halos that fade as they move away from the ее. 


Creating the Ramped Halos 


My sample image is rom a session I conducted with swing dancers, Focusing on 
‘moving subjects is dificult, and the dancers managed to move just outside of the ideal 
focus range (Figure 715]. Well begin this example the same way we began all the 
other examples Fest, zoom in to 50 percent to evaluate the sharpening, Make а dupli- 
сме layer and change the Blending mode to Luminosity. Now make three additional 


duplicates, 


per 


The idea o apply progressively wider radius sharpening in successive layer 
with decreasing opacity. Wide-radins sharpening ges Low layer opacity, and as the 
Sharpen halos ge tighter opacity increases until the tightest halo is- 


100 percent, 
We will start withthe fs duplicate layer and the tightest hala, Turn off the other 


duplicates above this layer by clicking the Eye icon to the lee 
Make sure the Blending mode i ser to Luminosity and call up the Unsharp Mask fil- 
ter Set the Amount to 500 percent, Radius to 0.5, and Threshold to 0, This creates 
а very mall bur intense halo that will increase the sharpening effect but be almost 
imperceptible эг print size, Leave rhe Opacity lider ortis layer at 100 percent 
(Figure 216), 


the Layer thumbnail 


pay o 
нанел stupore. 


The nest ayer up gets an Unsharp Mask Radius of 1 pixel, bot you should 
reduce the opacity of the layer to O percent, The nest layer ges a Radius of 2 pixels 
With an opacity of 25 percent, 

The last layer ges an Unsharp Mask Radius uf 4 рахе, bur you should reduce 
the opacity of the layer to 13 percent, 


Masking Multiple Layers for Sharpening 
Ac this point, you would normally be dane, but this particular image safer from 
the same sharpening probem as the earlier trumpet player example. The dark-edge 
halos around the figures are exposed against the white background, lending a cutout 


appearance o the figures (Figure 7.7) 
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You will eed о use the same layer mask trick o rim aff the edges, The prob- 
lem is that you have four layers to mask, There is a solution, You can use one mas 
to control al four layers i you put the layers into а group. Start by selecting all the 
sharpened layers (ыйы all the Sharpes layers, Once this is done, choose New 
Group From Layers from the Layer Options menu at the upper-right corner of the 


Layers panel (Figure 7.18). 


— 


3 


pou vm 


E 
x 

каш 

СЕ 

- ESTA 

Saen dita ap. СЕУ 


шелді Si ee sand варат 


Name the new group Octave Sharpen, leave the Blending mode a Pass Through 
and the Opacity a 100 percent, АП the linked layers are now contained in a folder ia 
the Layers panel, This Sharpen folder can be treated as an individual layer by adding a 
layer mask wir. 

‘Use the same procedure as outlined before ta mask off the over-shape edge: 
Use the Magic Wand tool to make а selection of the background. 
Choose Select > Inverse to reverse the selection so the figures are selected. 
‘Choose Select > Refine Edge to bring up the Refine Edge dialog 
Adjust the sliders to choke the selection and click OK (Figure 71). 


Now, simply target the Sharpen Group and click the New Mask icon athe 
bortom of the Layers panel to create a mask that trims off ch outer dark edge ofthe 
Sharpen effec. The mask can be further refined and extra-dark or light halos can be 
Painted ur using Hack i the mas, Compare the resul in Figure 720 with the origi- 
nal sharpened version in Figure 717. The difference 8 subtle, but now the edges are 
more rounded, and they seem tobe more part of the background. 

“Youll be amazed at what you can do w rescue some out-of-focus images using 
this technique. The image in Figure 721 was taken using a Lensbaby ааб боси lens, 
When the octave-sharpening techniques are used, much of he apparent detail îs 
"— 
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у Sharpening and High Radius Effects 


“There is one more sharpening technique TA like to cover. There are rwo basie kinds 
of Unsharp Mask sharpening. The Бем, а Low-Radius Unsharp Mask applied wih 

a relatively high Amount, is what we've been practicing. The second kind, a high 
Radius with а low Amount, is he inverse. This second type is what Dan Margulis has 
called HIRALOAM sharpening in his books and magazine articles. The nature of this 


eflect is different from regular sharpening. И tends u create a sculpted ight, almost 
ihree-dimensonalelíec that can add shape and fon to an image with relatively at 
[om 


Rather than use a regular Unsharp Mask for this effect, I ike to use a special 
Overlay Sharpening technique that achieves a similar but better result, Les exam- 
ine hi technique wing an image ofaswordeman in period costume at a Society for 
Creative Anachronism event (Figure 7221. will gradually build up the sharpening, 
bring the figure sway fom the background, and create some stronger shape to pe 
pare for final printing, The fst few steps ace similar co what we did in the previous 


examples 


Fue Targa 


Fist, create a Lighten and Darken sharpening group (similar to what T did for 
x 3 
Next, create a comrastreducing Curves adjustment layer with a mask that 


Figure TAN and mask the sharpening effec from the background (Figure 7. 


applies the effect only то the background. Use the layer mask from the sharpen 
group to make the mas for tis Curves adjustment layer (Cmd/Ctrlclick on the 
mask thumbnail to load it as a selection, Then, choose Select Inverse to reverse 

it and sele the background, Now, click the Curves icon in the Adjustment panel 
and anten the curve (Figure 7.24). This helps w bring the figure forward, but ТА 
still like more contrast and shape in the face and hair. The soft open-shade lighting 
doesn't help here, 


For the Overlay Sharpen technique, create а new layer by pressing and holding 

Option/Al and then choosing Merge Visible from the Layers Panel Options lay, 

This places a merged copy of all he layers ino this empty layer at the тор of the layet 

stack Figure 725). You will use this layer to sharpen the figure only, to prepare 
copy the mask from the Sharpening Layer group. 
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Press and hold he Option/Ale key and drag the Layer Mask thumbnail from 
the Sharpen group to the merged layer. This duplicates che mask into th 
Select the image thumbnail and choose Image > Adjustments > Huc/Saturaion; 


layer. 


desaturate the image by pushing the Saturation slider all the way to the lef, Ya 
end up with the image shown in Figure 7.26. The reason we're ding this will 
become clear in a moment. 
With the image thumbnail still highlighted, select Filter > Other > High Pass, 
High Pass is an odd filter that reduces contrast vo medium pray everywhere 


except where there is an edge transition based on the Radius setting in the dialog. We 
desaturate the image first so that the edge transitions have no color As soon as we 
change the Apply mode to Overlay, well get a sharpening effect. If there is any colar 
at the edge, we'll amplify colors along edges in the image—something we want to 
avoid. Low Radins settings preserve contrast only at narrow edges, The effect will be 
very similar to Unsharp Mask. In this case, we use a high Radius setting to produce 
an almost hara effect (Figure 7.27). The High Pass ter has a built-in soft ramp- 
ing effect that helps hide the edge halos most visible around the shirt. 


Change the Layer mode to Overlay and youl nally be able to see the sharpen- 
ing efes (Figure 7.28). Notice the increase in contrast and shape in the face and har 
There is a beter sense of texture in the neck protector and the clothing in general. In 
this example, the Overlay layer is used at 100 percents however, you might need 


reduce the opacity so the Нес doesn't overpower the image. 
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Lets look at another example f this method, Remember the skin lightening 
corrections we applied sa Chapter 4, "Tone and Contrast Color and BSW"? The 
image in Figure 729 is the next-to-last step in the process, alter luminosity Mending 
lightened the skin, After duplicating the background into а new layer, desarurating, 
and running a 20-pixel Radius High Pass fiter, we get Figure 730, 

Change the Layer mode па Overlay to get Figure 731. The highlights on the 
face and arms are strengthened, bt so are the shadows—and we don't want to make 
anything darker than а already is, By selecting Blending Options from the Layer 
Options yaway menu, you can set the Blend If sliders u blend hack the original 
shadow values so you et only the lightening elec of the High Pass Overlay layer 
(Figure 732, 

‘Blending back the low values using this technique works the sume as applying 
lightenonly Sharpen halos, The final result adds highlight shape to the image without 


also darkening й (Figure 733). 
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Color Management for Print 


‘Atte your image is sized and sharpened itis ready for you о make a print. So far, 
We have been working with a backli display with vivid RGB color that exceed the 
saturation and brightness ol anything we can put on paper. Now the moment of truth 


arrive, and you need to translate what you see on the monitor toa print hat can 
convey che same feeling, The problem is much the same as it was when photographers 
shot transparency ils There is sil а huge discrepancy between the dynamic range 
andeo 


 gamut that can be represented wich а glowing backlit monitor image and 
What can be printed on paper, Where the brightest thing is the white paper, Another 
major issue it the way images are constructed in the two different media. RGB images 

monitor exist in an additive color space Red, gren, and blue light is added 
together to make white, CMYK images, Which form the bulk of paper-based output, 
oe cyan, magenta, yellow, and black о subtract from paper white o make а color 
image. 


Note: Irn Grey eons well Gir afit The Dot eig Gator 
sent Sand Miley 2009. 


‘Translating from RGB to CMYK 


Typically, all of our corrections and edits are made in RGB, and the majority of 
printed outputs are in CMYK. This includes desktop inkjet printers that are designed 
tw receive RGB Вин. These printers internally transform RGB input into some kind 
of CcMmYKktype color for the specific inkser that the printer uses, Even true RGB 
output devices, such as a Lighter printer, do sot actually have a standard RGB 
Workspace color gamut. Therefore, all prints require а color transformation to occur 


Workspace (editing colo space) to the output (printing color space) for opti- 


color management system. 
Photoshop uses ICC (International Color Consortium) profiles to manage color inside 
the application. Elfective color management requires profiles that describe every 
device used in the image creation workflow from workspace to monitor to printer. 1 
select dealt profiles for my RGB workspace and CMYK workspace in Photoshop 
color settings. Frequently, he default CMYK workspace и used for generic CMYK 
output 


al, the color transfarmations necessary for printing to а specifie printer 
wie a profil for that specific device. Fortunately, most modern desktop printers 
provide reasonable profiles that аге installed with the device drivers, and we can use 
these profile to cont 


the olor transforme far printing. 


Profiles and Look Up Tables 


Understanding what a prol is will help you fully comprehend what happens in color 
managed transformations, An ICC profile is a standard way of numerically defining 
the way a particular device (a scanner, camera, printer, ог monitor) renders color fora 


human observer under average daylight conditions, Color management involves link- 
ing these various device profiles together in a way that allows us to contral the appear- 
ance of colors from ane device ro another. In order for this 10 work, a profile must 
reference the observable colors from a device o  devievindependene model, a sort 

ol absolute definition of color Profiles ae stati definitions and the dynamic calcula 
tions that move an image file 


ough various profiles to arrive a he inal output are 
handled by cole management module (CMM) that is the mathematical engine for 
all ther 


аот, 

Therefore, profil is a special number transformer, a kind of black box called 
ıa look-up table (LUT) or more often a color look-up table (CLUT), that takes a set of 
numbers and returns another et of numbers. The бли set ol numbers сап be [rom any 
kind ol aloe device (RGB, CMYK, or grayscale the second set of number is the Lab 
definition of the color represented by the бен ser (Figure 7.34) 


эшне 


Fie 74 Aral "oku eleh lele ашка ийги чие. 


You can think ol Lab numbers as being independent af any particular device 
but representative of colors observable under DSO graphics industry standard lighting 
Therefore, a proble gives us a real color definition of he numbers from a digital fle 
in DSO ligh 

Some profiles are relatively simple rules based ona matrix with a few points 
defining a larger st of colors. Other profiles are larger plots of all possible colors n 
a particular set, Matrix profiles ме commonly used or Photoshop's working spaces 
and monitor profiles, Printer profes are most commonly larger CLUTs, sometimes 
refered to as table-based profiles The math surrounding all this ùs staggering, For the 
artt, profile и merely a definition of the color rendered by а device translated ino 


Lab, When photographers need to transform one set of device numbers into numbers 
for another device, they use profiles то "look up" the Lab calors and generate new 


numbers fr the nexe device based on those colors (Figure 7.35). 


When the profiles for the devices you are using are installed, you simply have 


to select the appropriate profile at che right time о manage the necessary color trams- 


form. The rest of this chapter will go aver the steps necessary to get the most out of 
Probles in your colar management system. 


Soft Proofing 


Photoshop inch 
output has on the image. You can Вай this preview, often referred to as a soft prof, 
Under the View menu. Select Proof Colors under Ве View menu or pres eV/CulY 
to toggle the soft prof on or ой. This changes the screen to simulate the appearance 
‘ofthe print, The default proof color is Working CMYK; you can select your CMYK 
colorspace in Photoshop Color Settings. 


es a method for previsaliing the effect that gamut redaction in the 


You can change the proof colors to match the output you ae going o use. 
Goto View > Proof Serup > Custom. You will ger a dialog th 
profile foe printer and a rendering intent for your transformation (Figure 7.36). You 


awe you o select a 


can select any output profile you want; you aren't restricted to working with CMYK 


or any ofthe дави electione such as Monitor RGB or Windows/Macintosh RGB. It 


you have a prol for an Epson printer, you can select ir here: 


(1 (REP = 
neg ame (mm а 
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The Simulate check boxes at the bottom of this dialog are particularly inter- 
‘sting The Simile options allow you о see a more accurate preview and force an 
absolute color match to the screen, However, evaluating the color this way requires 
a little practice. When you select Proof Setup and check the Preview box, you might 
observe a very slight change in appearance depending on the color gamut of the origi- 
nal. Normally, you'll sce very Че change. When you select Ink Black, the preview 
changes to reflect the actual intense of the black ink on the paper то be printed. This 
an make the image sem a tl dul, but stillis not entirely accurate, To be accu- 
‘ate, you need o select Paper White. This often results in a very dull renditinn—yuckt 


(See Figure 7. 
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Notez Whena the options opos sorna setup, chdi Sms ceca ep fom 
‘he dropso at hetop ofthe daleg oro nht to t fom the Prof Setup ea 


Paper White is noc as white as a backlit monitor, Once you understand that, 
you can begin w see how this simulation might be useful. The prablem i that our eyes 
are confused by all the whine in the interface visible on the monitor, You can mitigate 
the ecu all this white by toggling o Full Seen mode. Press the F key 10 hide the. 
desktop and place the image on a gray background. Press the F key again to get a black 
background, and press the Tab key to hide the panels, Without che white reference 
of the interface, the duller image does’ ook tha bad. In many cases, with desktop 
эде primers, the simulation will be only slighty duller; however, it can give you a 
heads-up warning about how the contrast will change—low values might get muddy 
and highlights might get less intense. 

Тә most people, the screen simulation looks worse than he final print because 
matching the visual context of the print for sereen viewing is very difficult, However, 
the simulation is still quite useful because it helps you pe enough contrast in the 
image to produce a good print. You can leave Proof Colors on and use any adjustment 
tools to optimize the image for your output, Usually, simple Curves can be used to add 
extra contrast tà punch up the image for the more-limited dynamic range of the typi- 
‘al output, Many photographers leave the simulation on when they display images on 
the monitor to their clients. This reduces the clients expectations, and they have fewer 
problems accepting a final print 


Notez sy wring vit the pes cocine ouan save веба your 
ete and agit ter cme. You an singl dag tonto te mew ботка Yuu a 
ap soe een avaiable for ferent panter outputs and appl them at Belt mint teke 
pon 


Desktop Printing 


After you finish sharpening, previewing, and adjusting rhe image, the moment of 
truth will finally arrive when you have to make an actual print, Even if you are send- 
ing the fle toa commercial printer, youll want to make à desktop prine to seas 

"ии proof ar aim print. Ака digital photographer, yo probably be printing rom. 
Photoshop. For your rt step in the final sequence, go to the File menu (File > Print 


Print Options 


When the print dialog comes up, make sure you have Color Management selected 
fa the ор дона st he пурен comer ausa ofthe importan plating opeista 


for our purposes are in this area (Figure 7.38). This is where you set up all the Profile 


‘options for your prints. 


———, 


A the center of the dialog, Postion controls how the image lays out on the 
page. The Center Image check bos provide a quick way to place the image. Directly 
below that is the Scaled Print Size ara; by default this set up for 100 percent, I 

the image is way too small or way too big on the page preview, click the Print Settings 
button and make sure you're using the right size paper. Checking the Scale To Fit 
Media check box is a quick and dirty method of sizing the image to ft the paper just 
beware that your quality will suffer rhe reported Scale percentage is overly high. It is 
far bete to set the size properly in Photoshop before using the dialog. The Bounding 
Box check box в useful when you have an area of whi 


canvas in your image—the 
bounding box show the edges of the image against rhe white ol the pape. 

The important color settings reside in the right third of the dialog Бок. The 
udio buttons directly under the Color Management drop-down identify whether 
you ме going to print the document directly or generare a simulation proof if you 
are making prints for your portfolio orto sell toa client, you probably wil check. 
Document because this wil generally provide the highest quality print for your image 
This scs the profile to the document color space and determines where the color stats 
from in йз journey to the print. (Well cover the Proof setting ter) 

Next, is the Color Handling ares. For RGB images, the Color Handling drop- 
down shows Photoshop Manages Colors, Printer manages Colors, or Separations 
Potato ManagesCoes Selecting Photoshop Manages Colors allows you t select 
the Printer Profile in the drop-down menu just below his one. This is the most 
steaighefoeward way to set up color management for the prin. yo select Photoshop 
Manages Colors, remember ta turn ой color management in the prier dialog! 
Pinter Маде бдан If you select Printer Manages Colors, the Рени Profile option 
is grayed ош and you will have to set the Color Management options in the printer 


diver. The Printer Driver dialogs aee usually a lot more confusing in this regard, so 
yid be wi 


to stick wich Photoshop (Don't forger to tum off the printers color 
management.) The Printer Profile drop-down shows all the profiles installed an your 
system 10 which you have access, И the printer driver is installed properly, a profile for 
Yone printer and malia can be selected here: 

Separations Separations 

ments otherwise it will be grayed out, This option is used only when printing separate 


Ihe available only if you ae printing from a CMYK docu- 


cyan, magenta, yellow and black “plates” or simulations for the most рап, you can 
gnore it. 

"The last choice is Rendering Intent, Here you can choose: Perceptual, 
Saturation, Relative Colorimetric, or Absolute Colorimetric. Ninety percent of the 
time Relative Colorimetric will give you the bes resule. Occasionally, certain ve 


aed colors will tend to posteris and lose detail in the prine. И chis is the case, you 
ering. Generally though, Perceptual 
rendering will give a lose saturated color in the print, and your skin tones could 


can try to solve the problem with Perceptual res 


become dull. The other renderings are applicable for custom profiles and unusual cir- 
cumstances; however, far the most part, You can ignore them with peopl 


ages, 
Beginning with Photoshop CSS, the large preview in the dialog is color man- 
aged and has some check bos controls underneath the preview. Checking Match 
Print Colors, by default, checks the other two Бочек ров can uncheck them if you 
desire. Gamut Warning renders lt areas of gray over any color that is out of gamut 
forthe selected printer profile Show Paper White puts a tone into the white areas of 
the preview in an attempt ro simulate the effect of the paper color о th image (much 
э you can with the Custom Proof Setup under the View Menu). The preview can 

alo be used to reposition the image directly. И you uncheck the Center Image check 


box in he Position area, you can click the image preview and move it around on the 
page andlor rescale it by dragging on the carner hanes in the bounding box Gf you 
uncheck Bounding Box you won’ he able to do tis 


Notez песни Management oo contas togenerate a lot af contusion n Hoa. 
Mebe has hd везни mertce and the terminology used in he Pint datog forever vean. 
Pop cen pre-CS} Mach ime hasbeen spent п eehpnen C to make the 
dig ese comprehend, ма pc sae lots che himen win 
пол de development af cor masagement concepts and yeu shouldbe alle to decipher 
‘he antl tad ost mathe poter dalog, 


Once all your options are set, you ae free to click Print. The only additional 
thing you need to remember is thar if your color management options ate being set in 
Photoshop, you have to tur off any such options in the Printer Driver dialog. АП of 

the colar transformations will have already taken place im Photoshop before he data 


hits the printer driver, so make sur you do not “double color manage” and introduce 
ao additional transformation. Every printer driver is 
have some option to select no color management in the printer driver, 


lale different, but yours will 


Output Simulations 


Moving directly from the document color space to the printer will give you the most 

им rendering of your image fl. Sometimes you might want to simulate another 

kind ol spas with your desktop printer. The final ше for the image may be in ова: 

lithography or some other type of commercial output, but you will be delivering an 

RGB file and you may need to know how i will look in the final output. By selecting 

the Proof radio burton in the Color Management section of the dialog, you Will gener- 
Kind of output simulation lor your desktop printer (Figure 739) 


——— tye oop pt 


"The Proof profile is determined by your Proof Setup under the View menu in 
Photoshop. H you use a custom proof setup that includes а paper white simulation, 
you can check Simulate Paper Color and this will print а tone ina the white paper ol 
your print. The tone may look off i you se # against the normal white of the paper, 
so be sure and tim off all he plain paper before showing то a client, Whether you 
use the paper simulacion feature or not, you should leave Simulate Black Ink checked 
t get a better idea of the contrast of your final output in your рева print, 


Creative Print Finishing 


Let's enue 


«o the Output options in the Pint dialog, When you select Output from 
the drop-down at the upper ight, a number of different options appear, Мон of these 
bur rwo of the options can provide some 
print enhancement features. Before you explore these options, uncheck the Center 
Image check box and enter a smaller value in the Top position. I you are going to 
print with page space around the image, you might want to have the image just above 


are only of interest to commercial printers 


— 1 


sente on the page. Sometimes called the visual centes; placing images in thi area pre- 
vents the image from looking as И itis falling off the page (Figure 740) 

Click on the Border button ro bring up a dialog where you can create a thin, 
black keyline around the image oa the page (Figure 8.4). 
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Background and Canvas Options 


The Background button call up the Color Picker, With it, you can set a colar value o 


prins into the page background (Figure 742) You can achieve a very ubl effect wi 


95 is a good starting 


this option. By selecting а tone just slightly grayer than white ( 
place), you create the illusion that the paper white areas inside the image are brighter 
than they really are, Your eye catches the surrounding matte area as the white point, 
and small areas of white in the image appear as light sources. This is subtle but real 
optical illusion. И your printer doesnot prine to the ейге of the paper, trim off any 
borde before displaying the print 

The image that opens this chapter employs chis effect in а slightly different way. 
The area surrounding the image at fist appears to be the paper white, but st actually 


has a slight gray tane. The tiny white highlights а the image look just a tle brighter, 
and this gives the image a itle more sparkle. The surround was created using Canvas 
Size in Photoshop (Image > Canvas Size). To select a gray color in the Colar Picker, set 
the Canvas Extension in the resulting dialog (Figure 742) and click the small square 


to the right of the Canvas Extension Color drop-down. You can generate many differ- 
ent rouph-edgeelfects when you have some canvas area with which to work. You can 


alsa “ign” your work with the Text tool in the marte area just below the image. 
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Edge Treatments 


Here is а simple technique to create a rough-ege effect, Alter creating your canvas 
area matte, as in the preceding steps, select he Pen tonl or the Rectangle Path tool and 
draw а path just inde the edge of the image (Figure 743) Now, select the Brush tool 


Yon are going to stroke the path with a rough brush. 


Fue?) map o е еви lag 


“You can use any brush you want; used one in the Dry Media Brushes preser. 


To load these brushes, go to the Tool Options bar and click che Brush drop-down. 
Thon click the triangle at the upper right of the Brush Selctor menu to load the pre 


set brushes, select Dry Media Brushes fron the drop-down menu, and click Append 
in the resulting dialog (Figure 744) Scroll down ший you find the Soft Pastel Large 
brush—you can display the Stroke Thumbnail ro help you Вай the brush you Ще. 
Seta diameter large enough to create a rough edge—in this example, T used 60 
pixels. 

"Ор, the mate area and make sure the off-white color of the matte 
is the foreground color for the brush. Nest, make a new empty layer in the Layers 
Panel, Now you are ready to stroke! 

аса Stroke Path from the Paths panel by clicking on the Panel Options 
triangle at the upper righe of the Pas panel. You will et a dialog where you can 
select a Painting tool; make sure he brush is selected and click OK, The selected 
brush is stroked along the path, obscuring the hard edge of the original image 

Figure 745) 
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"To complete the fine-art print look, you can sign the print using the Text tool 
and a cool font, as 1 did in the example. The rough-edge look is very popular with 
portrait photographers, and it looks especially good when the print is done ов water 
color paper. Figure 746 was created using three different brushes to build a more 


complex edge. 


(—————— 


ew ofthe 


Арату plugins ойе easy ways to era wide variety of rough- 
edge looks, as you can see in the following examples. Figure 747 was created using 
the PhotoFrame Pro plug-in from onOne Software 

Tused Extreme Edges, a library of mask images from GrapbicAuthoritycom, to 
creste the complex edge effect in Figure 748, 


——— е В 


Sometimes simple che Бем. You can crease thin keylines of any color by using 
the canvas feature with small pixel dimensions, In Figure 749, 1 set a canvas using 
Relative checked and adding 10 pixels in each dimension with blue canvas color, 
Then I added an additional white canvas so I could siga my name under the image. 


шет Аарона 


Edge treatments can до a lot to dress up the presentation of an image, and pre- 
sentation can be importane for portraits and fine-art imagery that will be displayed in 
a portfolio rather than in à frame on the wall. Explore tt 

Your Work, even if you decide that the particular image doesn't need any 


e ponsibilities when you start 


ing 


Last Minute Fixes 


Final tweaking iv often necessary before you are happy with a print. Let's step through 
the inl corrections for this image by Aaron Rapoport (Figure 7.50) 


Aaron opted for a lot of contras and saturation. The bathing sut are very 
dark, with values down to a level ol Sin some areas The detail in the кий» in not 
important, so Pl leave hem alone and concentrate on the faces. The skin color not 
bad, although the highlights red a little on the pink side and the shadows read a tad 
‘onthe yellow side. The blue water is way out of gamut for CMYK, so we would lose 
tonal variation when the color clips into CMYK, 

Fire, make some basic Curves and HuefSatuation adjustments по equalize the 
skin color and reduce the blue saturation а bit (Figure 7.51). 

Next, blend the Luminosity with the Channel Mixer (check Monochrome, et 
Green to 70 percent, and ser Blu to 30 percent) o put some added shape into the skin 
as shown in Figure 7.82. (You'l remember this technique from your work with rhe 


concepts covered in Chapter 4] 


Now, add lite sharpening and some High- Pass Overlay Sharpening to fur 
ther enhance the shape. (Go back to the section titled “Overlay Sharpening and 
High-Radius 

ses in Figure 7.53, the image is starting to ook pretty good. 


sets” if you need to review this sharpening technique.) As you can 


p 


There sone ast subtle problems. It may he too sul to see at the print sie in 
this book, but ва common defect thar often appears in inkjet portfolio print бога 
digital camera fles. Lok at a close-up of he most offensive areas (Figure 7.54) 

The shadow values, which are most noticeable along the arm, have become 
коо saturated, As colors appeoach black, they should become less saturated, not more 
saturated. This kind of oversarurated shadow value is quite common in digital camera 
files har ме processed with a saturation boost, The result в ofen a posterized rone in 
the dark skin thar creates harsh breaks instead of smooth transitions, 
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To remedy the situation, you can employ a Ше blending options trick. Create а 
HucfSaruration adjustment layer and push the Saturation slider al the way to the left 
with а BeW version o the image. Select Blending Options from th 
ions mena and ан Blend И Blue sliders, as shown in Figure 7.55. 
єй in noticeable as a dark tone inthe Blue 


yon wil end up 


Fiyaway Layer О 
The overssturted, dark skin co 
channel ко use that channel по conto the blend. Split the Blend slider o smooth the 


transition, and you'll end up with Figure 7.56. 


Figure 236 Send sides Bann 


The final image has a more natural look ín the shadow areas andis es likely to 
exhibit ugly posteried transitions ба the shadow values of the skin (Figure 7.97) 


Look back at Figure 7.50. Youll see that we've achieved a more three 
dimensional look—the figures have prester presence and better contrast and sharp- 

ness The бен version by itself doesn't seem во bad. On the computer monitor, this 

image may seem to be ist ine. The color i vibrant and you want notice how sor ir 
is. Digital images are so seductive that we often don't push images hand enough, and 
же settle for less than we could Sometimes we don't know if we've gone far enough 
чий we've gone оо far; when we do, it is a simple matter to reduce a layer opacity 


and try another print to id the sweet spot. Often, these subtle tweaks in color 
sharpening, ending, and print presentation make the difference between a good 
image and a great image 

1 hope you te some ofthese techniques on your favorite images and find the 


hidden treasures that lurk there. May We ll create more great images! 


Parting Shots 


Digital cameras have given us more control 
over the images we capture, and they have 
opened up new possibilities for creative 
expression. We have explored numerous 
tools and techniques for capturing and 
enhancing photographs of the human 
subject. 1 hope this material has been a 
catalyst for your own explorations and that 


you continue to refine these techniques and 


develop your own personal approaches to 
people photography in the digital age. For 
this final chapter, 1 will leave you with some 


additional food for thought. 
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The Creative Workflow 


Examine the symboli How chart in Figure 8.1. This workflow was discussed in detail 
in Chapter 1, “Digital Imaging Basics, Ко Йон, and Calibration.” 
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m 
Rowena Daten 
“Tw main areas f creative work i the digital workflow are heavily impacted 


by digital technology. The first stage, image capture, has been radically altered by 
the change of the capture medium and instant feedback. The economics and speed of 


digital capture have also changed the amount of imagery that is typically captured 
du 


shoot The cost of flm and processing used to impose a monetary limir on 
how many images we could capture. Now, the limiting factor îs the amount of storage 
spice available, and it seems Ще we'l see по end o economies of seale with continu 
‘ng improvements in density and declining cost of memory. The increased speed at 
which we can capture, review, and capture again has opened the loudgats to more 
and more images-—we caprure more just because we can! As with most changes, there 


Are negative consequences too. More captures encourage the first creative evil image 
slotony. Rather than sop and carefully consider an image, we can be tempted 10 
take the easy way and capture many more images—just in case, Instead of capturing 
the decisive moment, he undisciplined photographer captures alf the moments and 
selects fom the multitude, This lade ro sloppy thinking, and it ès something to guard 
m 

The second creative stage occurs after the image has ben captured and selected 
The post-production stage has become just as important as the image-capture stage. 
The image can be crafted, enhanced, corrected, and “re-imagined” in the digital 
darkroom in ways that go far beyond Ansel Adams wildest dreams. These über 
photos can be magnificent or grotesque, depending on rhe sensibilities of the artist. 

he temptation to Photoshop everything to death, 

again just because we can. The second creative evil is image vanity. Just how much 
special trickery does an image deserve? Should we retouch everything to some godly 
perfection? Should we transform something simple into а Spielberg extravaganza? 
Sometimes it is hard ro know when you've crossed the line until you actually cross it. 


Some photographers succumb o 


all realy comes down to you. The creative artist is the most important part 
of the proces, Not the technology, not the workflow, not the special techniques 
They ace just tons in service of che vision, These digital wale give y 

As Spider-Man says, "Wi 

wisely. 


Future Developments 


Digialcapturetochnulogy ts slowly coming our of ап early "Вин emulation" маде of 
development. The adoption process has focused on making рсе аад familiar 
то people who have had experience with flm-based capture systems. This proces is 
largely complet, and the people who continue to shoot ndo so for ceativearistic 
reasons as the practical benefits of digital capture have heen decisively demonstrated. 
Oddly, we still cling no the past with regard to the foem factor of the DSLR. This is 
changing more slowly. We are just now starting n ee experiments wich new ergo- 
omic designs unencumbered by the constent of ilm-ransport mechanisms and 
large-format filo, DSLRs will probably be replaced by direceview chip designs and 
cameras will be smaller, light and have sharper opis. Resolutions will continue u 
imb, but new technology в shifting the emphasis to dynamic range, light sensitivity, 
and other issues of quality. Radical new ораса designs will deliver focus selection. 
эйи capture, so there will be по need for autofocusing and you'll never miss a shot 
“These advances are working in prototypes today 

"This means that there will continue го Бе major up 
devoted o image making. Support services are changing, The needs of the imaging 
indusey require differen services than we've been used ta, and the instant delivery 
of information demande faster and faster turnaround in image capture and delivery. 
"The demand for images will continue to increase, and images will became more and 


reat power. 


great power comes great responsibility.” Use the power 


vale ia the infrastructure 


more a commodity, the value dependent on context. Computer-generted imagery 
Will replace many applications for photogesphie imagery in advertising and com- 


mercial areas, Niche makes will rule, and personalized imagery will become more 
importan 

Communication between creative people will demand standards standard 
Vocabulary, standard tools, and standard le formats. The concept introduced by the 
digital camera RAW fle has major implications for imaging, but new developments 
Will be stifled unless a standard RAW formatis adopted. At rhe moment, the only pro- 
spective standard format is DNG and, hopefully, chis will be rapidly adopted through- 
ut rhe industry. 

"The application of metadata to image files is rapidly producing standard for 
metadata-based image editing. We see this in the proliferation of RAW processing 
applications where edits are separated rom the RAW data. Future developments could 
include just about any kind of image enhancement as а set of instructions that would 
take up much less pace and could be applied to original captured RAW data faster 
Across networks or rendered later at he point of image consumption 

We are standing at the threshold ofa whole new way of capturing and expe- 


Fencing images, Behind us is a short history of photographic processes har were 
closely connected to the medium of capture for the specifie quality of the captured 
and rendered image. Ahead of us is a new paradigm of imaging that separates the 
image Irom th 

in almost limitless ways. The fle has replaced rhe negative, and images are routinely 
rendered to multiple different media with a fairly consistent look. The significance of 
this development is just now beginning to affect how we approach image making. The 


medium of capture and teate it as рше data that can be imagined 


“responsibility for exactly how the image looks now rests completely with the creator 
ofthe image! 

The one thing that will remain constant is the eed for pictures of people. I 
mean seal people, not CGLeendered illustrations of people (which will be a novelty 
with narrow applications). People will always respond to pictures of real people in 


Ways thar differ significantly from images of ather subjects, This means that skill in 
capturing pictures of people will sill be important no matter what other changes 
occur in image-making technology. We ae likely to see improvements in color contral 
and image-enhancement software. The improvements will also likely require more 
‘complex skills to apply with ay creative integrity, 

‘With these things in mind, be aware that everything in this book will be obio- 
lete in a fairly short time. Certain technique wil still work, but new tools will replace 
the need for complicated procedures, and new techniques will make things easier and. 
better than ever. The only way to stay competitive is to keep learning The informa- 
ion in this book will become outdated, so you should be flexible and nor take this 
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Note tothe Reader: Throughout ths index baldfaced page numbers indicate primary discussions uf a topi, 


assed page number indicate llarations, 


A 


Ам Colorimetric option, 314 
АСК [Adobe Camera Raw] format 
‘calibration for, 34-36, 34-35 
exposure evaluation, 2, 21 
les, 31, 31 
action sopping lighting, 78-79, 78-82 
ad agencies, retouching for, 218 
Adams, Nucl, 10, 14, 89, 93, 128 
Adi Layer Macon, 227 
Ali Noise ler 251-253, 253,255, 255 
Adobe RGB 
exposure range, 21 
white balance, S1 
sone system values, 89-90, 93 
Маса Americans 
beauty light for, 52-58, 52-53 
back and white images for, 15-131, 150-152 
Luminosity blending for, 136, 136-137 
sin color values for, 109, 110 


aim pos, 312 
Alien Skin Bokeh interface, 240-241, 240-241, 
248, 299-250 
alpha channels 
creating, 195, 195 
эп depth of Bld effets, 235 
Amount setting 
for soie, 253 
for Smart Sharpen, 291 
Anplo-Caucasiuns 
adjustments, 104-105, 105 
skin color values, 18, 109 
artifacts from compression, S, 5 
sees light 42 
As Shoe option, 36 
remy 
cultural bias wich, 113 
skin color values for, ПОЛИ: 


baby ul, S2 
background calor, 7 
Background layers 
for beauty retouching, 182, 183 
for Hs, 238-239, 239 
foreros processing, 260, 181 
for split channels, 125, 134, 135 
Background optan for prins, 317, 317 
backup drives, 9 
bags under eyes, 159-160, 160 
balanced numbers for neural skin color, 91-93, 
peo 
contrast fr, 94-99, 9598 
curves for, 8-99, 93-99 
Info Panel for, 99,100 
Ir icc, 308,304 
RoslCColor Display calibrator, 6 
Bayer pater, 3,3 
beauty light 
for dark-skinned subjects, 52-53, 2-83 
description, 8, 49-50 
beauty reaching, 178-201, 179-204 
bias in skin color, 3-118, 114 
bit depth, 4, 4 
ita жые, 2-3 
Black & White adjustment layer, 153 
Mack and white image, 117 
converting cole w, 118-122, 118-123 
кийет map colonizing, 145-148, 145-149 
for instant tan, 128-131, 129-131 
layer blending for, 123-126, 123-127 
luminosity blending for, 127-128, 128 
poser o, 149-151, 150-152 
aplico for, 141-148, 141-149 
ack points 
эп kin color correction, 100-108, 101-107 
in Zone System, 92-93 
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[pn 
Blade Curvature option, 


lend Ш settings 
for saturation, 326 
for sharpening, 308 
for split channels, 134 
for split toning, 141 
for tattoo, 272 
‘ending and Blending Options 
for black and white, 123-128, 123-128 
for dark-skinned subjects, 136, 136-137 
for HIRALOAM sharpening, 305, 307 
for prints, 323, 324, 326-327, 326-327 
for camped halos, 295-296 
for Smart Sharpen, 292-293, 294 
for split channels, 13-134, 133-134 
for tation 272, 272 
Blocky artifact, 5 
Hotchy skin, 165-169, 165-170 
Hue colar 
fers for, 2 
pixel values far, 3 
‘blur and Blur fiters 
for beauty retouching, 180-181, 140-152, 198, 
188, 192, 196, 197, 201, 203 
in depth of ed effects, 234-241, 214-241 
for flm grain, 255, 256-257 
in lens tike effect, 242-248, 242-250 
for overlay diffusion, 230-231, 230-231 
for acen diffusion, 


dale focus, 222, 
71-6, 172-176 
us 


for wrinkles 


Blur Focal Distance slider, 
[w^ 
for natural lighting 71-73, 72, 76, 77 
types 42 
bokeh, 232, 233,236, 237, 240-241, 240-241, 
248, 249-250 
borders for prints, 316, 316 
Boris Karloff lighting, 63, 64 
bounce reflectors 
каак, 42, 43 
for on-camera flash, 60-62, 61-62 


Bounding Box option, 313-314 
Boxer, Jeff, 156 
bracket far exposure range, 13-16, 13-16 
brightening eyes, 201, 202, 204 
beighenest range, 4, 4 
rightness sliders for calibration, 35 
Brush Density and Pressure setting, 214 
[Ун 

снова, 164 

for spots, 158 

for tommy racks, 214 
brushes for prints, 317-318, 319 
buen in in nighttime shots, 70 
butsertly lighting, 48 


с 


calibration 
color, 5, S1 
digital capture, 10-12 
building, 22 
camera profiles, 29-34 
DNG Profile Editor, 22-26, 23-26 
exposure evaluation, 17-21, 17-21 


exposure range, 13-16, 13-16 
lighting, 12-13 
тенен, 36 
testing, 36-37 
working with, 34-36, 34-35 
X-Rite CnlorChecker, 26-29, 27-29 
salts, 6-7, 6 
Camera Neutral calibration pese, 17, 17 
Camera Raw fles 
‘calibration for, 34-36, 34-35 
exposure evaluation, 21, 21 
profiles, 31,31 
operation of, 2-6, 


profiles, Se profiles 
Canvas Extension option, 317 
Canvas Size dialog bos, 317, 117 
card readens, 8, & 

catalogs, Lightroom, 8-10, 9-10 


cath lights 
Benefits, 59-60, 59 
жий on-camera flath, 62, 62 
adjustments, 104-105, 105 
ins, 109 


Ain colar vales, 


Center Image option. 
for desktop printing, 313-314 
for prints, 315 

channels und Channel Mises 
Tor beauty retouching, 198, 198 


P 

color to black and white conversion, 119-122, 
120-123 

in depth of ed effects, 235 


for prints, 323 
split, 123-126, 123-127 
for tan appearance, 129, 130 


Channels panel, 118 
Chart tab, 22, 23, 25,25 
Chernus, Ken 
ron processing use, 264 
dark-skinned subject portraits, 52, 52, 136, 
136-137 
HuefSaturation color repair, 165-169, 165-170 
satura lighting ше, 73-74, 73-74, 76, 76-77 
ring lights usd by, 65, 65 
139, 140 
ideen, skin tomes for, 108, 109 
China, cultural bias in, 113 
chip, 224,3 
Chlorobrornide photographie paper, 139, 140 
CIELAB profles, 38 
Sippe tone, 11 
slipping 
im contrast, 95, 97 


in ponte eralacion, 18, 19 
white point 33 
dipping marks, 184-185, 184, 198 
Clone Stamp tol, 164, 164 
CLUT мо ook tables), 309, 310 
CMM [color management module, 309 
CMYK images 
for prints, 308 


sharpening for, 284 
for sot proofs, 310, 311 
CMYK numbers, 99, 103-107, 105 
me] 
in beauty touching, ИЗ 
calibracion for, 10-12, 51, 51 
building, 22 
camera profiles, 29-34 
DNG Profile Editor, 22-26, 23-26 
exposure evaluation, 17-21, 17-21 
exposure range, 13-16, 13-16 
lighting, 12-13 
канен, 36 
testing, 36-37 
working with, 34-36, 34-35 
X-Rite ColorChecker, 26-29, 2 
constancy of, 91 
context in, 37-39 
contrast far, 7, 94-99, 95-98 
converting to black and whit, 118-122, 
mn 
for desktop printing, 312-314, 313 
digital capture workllow in, 7-8, 
flrs or, 2 
grunge look, 267 
overwhelming, 131-136, 13: 
pixel values or, 3 
for prints, 308-310, 309-310 
touching, 165-169, 165-170 
akin, See skin cole 
ouching, 204 
for tattoos 270, 274-276, 275 
Zone System for, 89-91, 89,93 
color gamut, 38 
color look-up tables (СИЛА, 309, 310 
color management module (CMM), 309 
Color Management options, 313-314, 313 
Color Picker, 147, 317, 317 
Colar Sampler tool, 100-103, 106 
Color Tables tab, 22-24, 23-24 
color temperature, 108 
Calar Checker system, 11, 22, 26-29, 27-29 
Celorbyes Display Pro calibrator, 6 
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po 
gradient map, 145-148, 145-149 
imagen, 138-139, 138-140 

Colarmach workspace, 38 

Calor system, 8 

combination lighting, 68-70, 68-71 

combo meters, 13 

compensation factor for exposure, 18 


const, 117 
for calibration, 35 
EX 
grange look, 265, 267 
layer blending for, 123-126, 123-127 
for neutral color, 94-99, 95-98 
ж overlay diffusion, 230, 230 
overwhelming color in, 131-136, 132-137 
for prints, 323, 324 
for tatino, 270, 274 
in Zone System, 89-91 
converting color ta black and white, 118-122, 
18-123 
ron mer shadow colors 263, 
cron proceuing, 258-263, 259-264 
айша] issues in skin colo, 108-115, 
109-112, 114 


сече and Curve adjustment 


beauty retouching, 196, 196 

comer, 94-99, 1 

eroe proceniag, 262, 

multiply diffusion, 228,229 

neutral color, 93-99, 93-99 

overlay diffusion, 230-231, 210-231 

prines, 323,324 

screen diffusion, 225-226, 225-227 
m 


n 


soft proof, 312 

в, 274-275 
‘white/black point correction, 105-106 
Custom Prof Seti option, 314 


DSO lighe, 309 
diciisned subiecte 
‘beauty light for, 52-53, 52-57 
‘black and white images for, 150-151, 150-152 
Luminosity blending for, 136, 136-137 
skin colar values for, 109, 110 
dark spons, tetonching, 157-158, 158-159 
Darken Blur layer, 176, 176 
Darken group for HIRALOAM sharpening, 
301,302 
Darken оде for Smart Sharpen, 25 


1,294 
daylight lighting, 12 

daylight plus lash lighting, 68-70, 68-7! 

Depth Map option, 235 

depth of deiecta, 232-241, 232-241 
desktop calor, 7 

desktop printing, 312-315, 313, 315 

details settings for grunge look, 267 

Difference mode or стон 


processing, 260, 261 
difusion. Sae ol focas 


s 


digital cameras, 2-6, 
digital сарае 
calibration for, 10-12 
building, 22 
camera profiles, 29-34 
DNG Profile Editor, 22-26, 23-26 
exposure evaluation, 17-21, 17-21 


exposure range, 13-16, 13-16 
lighting, 12-13 
review, 36 
testing, 36-37 
working with, 34-36, 34-35 
X-Rite ColorCheeker, 26-29, 27-29 
Lightroom catalogs, 8-10, 9-10 
workdlow in, 7-8, 5 
Digital Gray Card, S1 
Digital Negative (DNG) format, 7 
digital photo моден, 330-331, 330 
Dissolve mode for beauty retouching, 198 
шон Brush, 279 
DNG (Digital Negative) format, 7 
DNG Profile Editor, 22-26, 23-26, 32-33, 32-33 


Dodge toil 
for beauty retouching, 185 
for wrinkles, 61-183, 161-162 
De Doug, skin smoothing far, 170-178, 171-178 
Dey Media Brushes setting, 318, 119 
Duplicate Merged Layers Only option, 273, 273 
dyes, 38 
dynamic range 4,4 


Edge Glow dide, 
ma 


EI 


eating, 317-322, 118-322 
for sharpening, 297-298, 297-300 
ing profiles, 32-38, 32-33 
fc, special 
cron processing, 258-263, 259-264 
Kim grain and no 
lustig, 251-288, 251 
nois patterns in, 258 
grunge look, 265-270, 
sot focis See oft acus 


enhancing, 270-276, 271-276. 
faking, 276-279, 277-280 
Emboss ler, 192, 193-194 
Export dialog bos, 28-29, 28-29 
exposure 
evaluating, 17-1, 17-21 
“exposing to the ight", 33 
grange look, 247 


‘overexposed fles, 36 
tange, 13-16, 13-16 
external hard drives, 9, 9 
Extreme Edges library, 320 
Eye icon, 182 
Eyedropper tool 
for blotches, 165-167, 166 
for neutral colar, 100 
for skin color, 91 
bass under, 159-160, 160 
brightening, 201, 202, 204 


cath lights in, 59-60, 59 
touching, 59-60, 60 
EZY balance reference cardo, 15, 16 


Баща 
for dynaii range 4 
for exposure range brackets, 15 

fac flags, 42, 44 

Fade Amount setting, 291 

Fade command, 192, 194 

Fade Erbe command, 192 

Fade Unsharp Mask option, 293 

faded color effect, HE 

faking tattoos, 276-279, 277-280 

Faster option fr Lens Blar, 235 

gure thinning techniques, 210-216, 211- 

fle format, § 

pen 

fleas 
for natural light, 57-39, 58, 76,77 
in Rembrandt lighting, $6 

[ro 
for action stopping lighting, 78-79, 82 
in beauty lighting, 52 
Mash, 69, 69 
in Rembrandt lighting, $6 

Fi With Ovelay-Neatel Color (60% Gray) option 
in beauty паана 185 
for flm grain, 251 

Fill With Soft Light Neural Color option, 161 

fim, 

flim grain 
adjusting, 251-258, 251-257 
sois patens in, 258 

Film Noir image, 84,85 


fiers 
for beauty retouching, 180, 180-182, 186 
mo 
ar, 2-3 
in depth of ed effects, 234-241, 214-241 
and lm grain, 251-252, 255, 256 


for sharpening, 284-289, 285-286, 288-289 


a sott focus, 221,221 
for subtle touching, 204 


106, 208 


for wrinkles, 
flags, 42,44 
fash fil lighting, 69, 69 


in action sopping lighting, 78 
benefis of, 42 
daylight plus flash, 68-70, 68-71 
meters for, 13,13 
on-camera, 60-62, 6 
ac slaves for, 46, 47 
for studio lighting, 12 
umbrellas for, 44, 45 
Has overpowering daylight” effect, 68 
Г 
fat imagen, 95 


Flatten Image option, 171, 172 
fastening 
les, 126 
171,172 
How charts for digital photo proces 


зван, ao 


Hooescen lighting, 13, 42 
face cards 
for action topping lighting 78-79, 78, #2 
for Vlas 42 
сш, soft. See alt focus 
folder for images, 9, 10 
Foreground To Transparent gradient, 244, 245 
Forward Warp tool 
for figure thinning, 212,215 
for tattoos 279 
dee ana 
for tattoos, 277 
for thinning, 20,211 
Full Screen made, 312. 
faire developments 331-333 
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gamma for grunge look, 267 
samar, 38 
бааша Warning, 314 


Gaussian Mar er 
for beauty retouching, 198, 188, 192, 196, 
197,201, 
in depth of held ања 
241,241 
for flm grain, 255,256 
for Smart Sharpen, 291 
im sole focus, 221, 221 
aching, 204 
Gaussian note and flen pain, 253 
General - Zeroed develop preset, 17, 17 
glamour lighting, 48, 49-50 
Sobal softening ect, 171-178, 171-178 
sith look, 66,67 
Gradient Br, 145-448, 146-147 
gradient map colorizing, 145-148, 145-149 
Gradient Picher, 145 
Gradient rool, 244, 245 
gradiente for wrinkles, 206 


234-235, 234,237, 238, 


for subtle: 


adjusting, 251-258, 251-257 

mois patens in, 258 
rae, skin color affected by, 110, 111 
gray candi, 14 
gray color 

for desktop, 7 

for white/black paint correction, 105 
Gray Overlay layer, 185, 184, 198, 200 
Gray Overlay Texture option, 188 
gray ramp in Zone System, 90 
Gray Texture layer, 188, 190, 191 
grayicle information 

im color to black and white conversion, 

sus 

splitting, 124 

for tone and contrast, 136 
green color 

fiers for, 2 

pixel values for, 2-3 
сезд Macbeth ColorChecher Passport sytem, 

26-29,27-29 
"group etin from the darken” ect, 6, 67 
grange look, 265-270, 265-270 


masking for, 297-298 
‘amped, 295-296, 295- 
with ring lights, 65 
with sharpening, 286, 289, 291 

handheld meters, 15 

hand drives, external, 9, 9 

andes of lighting, 47-48 

hardware calibration, 67,6 

Harmel, Mark, 75,75 

HDR Toning dialog bar, 265, 266-267 

Healing Brush, 159-160, 160 

High Pass нее for wrinkles, 206, 208-209 

High- Past Overlay Sharpening, 325, 325 

High Pass sharpening 
for highlights, 151, 192 
HIRALOAM, 303, 305, 306-307 
for prints, 325, 325 

манада sharpening effects, 300-305, 301-307, 

325,225 

Highlight setting 
for grunge look, 267 
for sharpening, 291, 292 

Highlight Fade setting, 292 

HIRALOAM sharpening, 300-305, 301-307 

histogram, 15-16, 33 

holes, background, 182, 189 

Huefssturtin adjustments 
for color repair, 165-169, 165-170. 
in overlay diffusion, 231 


for prints, 323, 324 
for skin smoothing, 170-178, 171-178 
for subtle retouching, 204, 205 
for tone, 138-139, 138-140, 143-145, 144 
Hue lider 
for blotches, 166-167 
DNG Profile Editor, 32,33 


i Display calibrator, 6 


ICE profiles 
description, 37 
for prints, 308-310, 309 
importing shots, 17-21, 17-21 
incandescent lighting, 12 
incident meters, 15, 15 
Indians, skin colo values for, 114, 114 
indoor lighting settings, 12 
Into Panel 
for neutral color, 99, 100 
for opponent colors, 107 
for skin colar, 91-92, 103-106, 105 
instant tan, 128-431, 129-131 
interpolation, pixel, 3 


Secure shapes, 230,231 
Iris option for Lens Blur, 235 
150 values, 12-13, 15, 18 

for crou-procensing, 258 

low light capabilities, 84 

in sharpening, 287 


J 


Jones, Кен, 79, 81 
JPEG Joint Photographie Expert Group) format, 
45 
p 
LCD previews, 15-16 


"Kt aci 14 
Keo lighting, 63, 64 
lines for prints, 316, 316 


L 


LAB suben and clar space 
for prints, 309-310, 309-310 
for tattoos, 273-275, 274-275 
in Zone System, 89-91, 89 
Lastolite EZ balance reference card, 15, 16 
Layer Opacity setting, 124-125 
Layer Patera Options mens, 171 
Layer Style dialog box 
HIRALOAM sharpening, 305, 307 


— 


split channel, 134, 135, 137 
splictoning, 141, 142 
tattoos 272-273, 272 
wrinkles 206,209 
layers and layer Blending 
for beauty retouching, 179-186, 182, 191, 191, 
198, 198, 200 
for black and white, 123-126, 123-127, 153 
for Hur, 238-239, 239 
for eros processing, 258 
in depth of ed fcis, 258 
for gradient map coloring, 145-148, 146 
for lens til elec, 246 
for multiple sharpening 292-293, 293-294 
for retouching, 156-157, 157, 161, 161 
for screen diftusion, 227-228, 27-228 
for sharpening, 299, 297-298, 297-300 
for Smart Sharpen, 292-293 
for split channels, 134, 135-136 
for split toming, 141-145, 142-145 
for tattoo, 272 
for wrinkles, 171-176, 172, 174, 206 
LCD imitations, 15-16, 16 
Lens Blur 
in depth of ed ets, 235-236, 216-236 
14,244, 246-248, 246-248 
291 


in lens et, 

for изип Sharpen, 
lene tilt lec, 242-24 
Lensbaby soft focus lenses, 298, 299-300 
pon 


in eyes and cameras 
хой, 298, 299-300. 
Levels dialog 
foreros processing. 258 
for wrinkles, 175-176, 175-176 
he meter, 13-14, 13 
ht pots, retouching, 157-158, 158-159 
Lighten Blur aye, S, 177 
Lighten group for HIRALOAM sharpening. 
301,302 
Lighten mode 
Tor beauty setouching, 192, 194 
293, 294 


for Sart Sharpen, 
20 


for wrinkles 


lighting 41 
im calibration, 12-13 
portrait. See portas hing 
technology fr, 42-47, 43-47 
lighting ratios, 76 
Lightness slider, 167 
Lightroom 
Colar Checker Passport wich, 
grunge look, 268-270, 269-270 
profiles in, 29-30, 30 
setting ир, 8-10, 9-10 
Lit tool 
for tattoos 279, 279 


for tumen tucks, 


29,28 
sare evaluation, 17-24, 17-21 


216, 214-21: 
p 
Local Adaption med for grunge lok, 265 
lookup tables (ШТУ, 309, 10 
lossless compresion, 5 
ssy compression, $ 
love key subjects, 228 
LowRalios Unsharp Mash, 300 
Luminosty mode 
for black and white, 127-128, 128 
for eros-proessing, 260, 261 
for prints, 323,324 
for ramped halos, 295-296 
for ft locus, 223, 223- 
for split channels, 133, 133 
for tan appearance, 131 
for Unsharp Mask, 284-245, 285 
LUT lookup ables, 309,310 


" 


magie hour, 73 
magie light, 73 

sain lights în Rembrandt lighting, 56 
Manning, Ene, 48, 148 

таро for сонда, 145-148, 145-149 
Margulis, Dan, 300 

markups for retouching, 156, 156 


ама 
for beauty retouching, 182,182, 198, 198 


for depth of field fct, 238 аена gray background 

for layer Mending, 125 neutral skin color, 91-93, 91-92 

for lens tilt fet, 246 contrat fr, 94-99, 95-98 

for screen difusion, 227-228, 227-228 curves би, 93-99, 93-99 

for sharpening, 297-298, 297-300 Into Panel for, 99, 100 

for tatus 272 New Group From Layers option, 143, 2 
Matth Print Colon option, 314 New Layer dialog оз, 161, 161 
mature bct for beauty retouching, 183, 184-186, 186, 

beauty retouching, 178-201, 179-204 191,191 

subtle retouching, 204-206, 205-210 for cro processing. 260 
Max, Peter, HE for flm grain, 251, 253 
— Newton, Helmut, 63, 64 
memory card, $ Nex, Anthony 
теп, wrinkles on, 205-206, 206 ‘black and white image by, 150,150 
тезу edges, 5 depth of cl flats by, 232, 233 
metadata, future development for, 32 lens tilt effect by, 242, 242 
ideo, 95, 97,97. natural lighting ше by, 71, 72 
Minas Evedeopper tool, 165-167, 166 sois and Noise filter 
Mode Change conversion, 119 for beauty retouching, 146, 187-188 
monitor calibration, 6-7, 6 and film grain, 251-258, 251-257 
Monochrimatic option for Lene Blar, 236 

in beauty retouching, 186 with Unsharp Mask, 287 

for flm grain, 253, 254 ove lights, 48 
monachrume images, Sr black and white images 
More Accurate option for Lens Blur, 235 0 
Motion Blur 

in depth of ld effets, 237 ‘octave sharpening, 295 

for flm grain 255, 257 offset Inhography 


за dynamic sangt in, 4 
за 


e Soin Sharpen, 
sing ndi asperius, 
cia stopping hai or, 78-79, Roller sete 
Sharpening, 295-299, 295-299 Mery etching, 178-201, 179-204 
sp my end 8 sui retouching. 204-206, 205-210, 


‘kip sharpening ar 292-295, 293-294, ставит ash, 60-62, 61-83 
pepe Onne Stare Focal Paint interface, 240, 


Maly blur, 228, 229 240,250 
sadi diftusion, 228, 229 pe 
Миын} mode for aan, 270-272, 271,277,278 for bgt under ee, 160, 160 


for beauty retouching, 184-196, 197, 192, 195, 
198, 199,201, 203 
" for flm grain, 255, 255 
im gradient map coloring, 147-148, 148 
natural ight, 42 ае blending, 124-125 
controlling, 71-76, 72-77 for ramped halos, 295-296, 296 
for portraits, 57-60, 58-60 for skin smoothing, 177 


‘Mull chart, 11 


Зай focus, 2 


combination lighting, 68-70, 68-71 


for tatis 276-277, 279 “periment wäh, 89-84, 83-04 
for wrinkles 161-163, 161-162 Soc igh, 97-60, 58-60, 71-76, 72-77 
apponere celars, 107 camera lath, 60-62, 61-63 
анас image sharpening, 298, 299-100 Rembrand lighting, 53-56, 54-57 
door iting seringe 12 vig ihn, 65-66, 65-47 
unpu imn 315,915 de breaking, 63, 64 
катыр) Hain opio he dong printing 313-314 
sita Mon, 230, 290-231 rit dialog bax, 312-313, 13, 315, 316 
oy difusion, 230-231, 230-232, 248,249 Printet Dover dialog box, 314 
rela mode Printet Manages Calor opin, 33-314 
foca reci, 2 е 
foes gfain, 251253 Fra and anes aan, 37,217 
for HIRALOAM sharpening, 303,305, locos 308-310, 109-10 
306-307 lon 12-315, 13, 15 
for cae pattern, 258 edge camen, 37-322, 1-322 
for wrinkle, 206, 208-209 ding, 313-316, 16 
Overlay Sharpen tec, 00-305, 01-107 Jast mine fc far, 323-327, 323-327 
3 Ola Tear Бри option, 18,107 sharpening for, for lapas 
EO queni pine, 325-326 Skin olorin, 90 
ring colar, 131-136, 132-137 tot proofing, 310-312, зи 
коны 
р în ACR, 31,31 
Сао еще Pansport system, 27-29, 27-29 


description, 37-38 
Paper White simulation, 311-312, зи for shi pening, 9: 


Pach tool 163, 164 DNG Profile Editor, 22-26, 23-26 
Patter БИ dialog bos, 190-192, 192 editing, 32-33, 32-33 


Pattern Name dialog box, 190, 191 in Lightroom, 29-30, 30 

patterns, noine, 258 for prines, 308-310, 309 

Pen tol, 317 for workspaces 38 

Perceprual rendering option, 314 Proof Setup simulations, 315, 315 
Photoframe Pro plug-in, 320, 21 Порой exposure range, 21 
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